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"We are all, as were those in whose footsteps we follow, shaped by the influence and examples of countless others - parents, grandparents, friends, rivals.  And by those who wrote the music that moves us to our souls.”
David McCullough​[1]​





People were fighting for equal rights.  People were going to off to war. People were taking drugs and touting free love. These were the times; these were the 1960s.  Through it all there was rock ‘n’ roll music aligning itself with every movement and event, becoming the voice of a generation who were striving to change their lives and the world—and both reflecting the times and influencing the times.  With the cultural upheaval of the 1960s and into the early 1970s, rock ‘n’ roll soon took on a central role in the changes that were occurring.​[3]​  As Bob Dylan, one of the generation’s most popular artists sang, “the times they [were] a-changin’.”​[4]​ At this point rock and roll, and its emergence onto the world stage, was still a relatively new phenomenon.  In the scant decade since its inception, however, rock ’n’ roll evolved from a relatively unknown genre into the music of choice for the generation of baby boomers that stirred up the 1960s and 1970s.​[5]​  
	When looking back at this era it becomes clear that a correlation existed between the major events of the time and rock ‘n’ roll music.  People used this music as their outlet to vent how they were feeling and what they believed in. Rock ‘n’ roll did much more than simply reflect what was happening in society, however.  It allowed the youth to gain a powerful, nationally heard voice for what they believed in and use it to incite cultural change.​[6]​  Rock ‘n’ roll acted as a catalyst, bringing about broader awareness of several major movements of the time to Americans with a particular emphasis on the youth population.​[7]​  These movements -- including the civil rights, anti-Vietnam War and counterculture movements -- and rock ‘n’ roll had reciprocal effects, with each influencing and encouraging the other.  Rock ‘n’ roll was not limited to narrow areas of society, such as counterculture hippies; rather it was crafted to support a wide range of cultural shifts, ranging from the demand for civil rights to the use of psychedelic drugs.​[8]​  Obviously these differed markedly in both aims and ideals; yet, rock music was considered an appropriate genre for both to convey their messages.   Nor was the genre limited by race.  African-American youth, for example, were deeply involved in everything from the civil rights movement to the antiwar and counterculture movements, with rock ‘n’ roll music serving as anthems for each movement.  Indeed, American youth in general—black or white, student or not-- were the movers and the shakers of the times, becoming passionately involved with a variety of social issues.​[9]​  In this period everyone was assumed to stand for something and rock ‘n’ roll both reflected and conveyed this passion-- through society’s input into the music and the music’s output into society.
This thesis will examine the correlation between music and several important societal movements during this era of cultural and political change, arguing that rock ‘n’ roll and the social movements of the 1960s and early 1970s had a profound influence on each other—the tenor of the times clearly influenced the content of the music, however, rock ‘n’ roll music became not only the voice of the generation, but also an instrument of influence that affected the tenor of the times, as well.  Specifically, this study will analyze the reciprocal influences between both the music and society especially with regard to three major movements, namely: the civil rights movements, the anti-Vietnam War movement, and the counterculture movement (with an emphasis on psychedelia).  How did different groups pressing for change appropriate rock ‘n’ roll to voice their sentiments and further their agendas? What messages did various artists intend to convey through their music, and how was it received and interpreted by the public? How did music on the one hand, and the various movements and cultural changes on the other, mutually influence each other?  Examining the songs themselves provides the most direct evidence of a movement-to-music connection. Analyzing the lyrics, accounting for when and where the song was written, and contemplating how the public at large then interpreted it, will constitute the basis for this paper.  It will also consider the scholarly work that has been published since the 1970s to place the music in a larger cultural context.

Academic Discussion and Methodology
Studies on rock ‘n’ roll music are by no means scarce, but surprisingly few academics have actually acknowledged, let alone analyzed the reciprocal nature of rock ‘n’ roll music and cultural changes. In his work The Age of Great Dreams David Farber indirectly alludes to the reciprocal connection between rock ‘n’ roll music and the movements.​[10]​  Farber’s focus is not on the music, however, but rather on the movements themselves in the context of the times. Yet, because the music is woven throughout the events of the 1960s and 1970s, his discourse implies the reciprocity that this thesis will strive to establish. Although Farber concentrated on the era itself, requiring some recognition of the music, several other authors approach the era from the rock ‘n’ roll perspective.  Paul Friedlander, James Harris and David Szatmary with their books Rock and Roll, Philosophy at 33 1/3 rpm, and Rockin’ in Time respectively, address classic rock ‘n’ roll with the history as a secondary factor, analyzing the movements only to the extent that they intersect with the music.​[11]​ Just as with Farber, mutual influence is implied because each of these authors heavily utilizes the history of the movements to shape their analysis of rock ‘n’ roll.  In all four of these books, however, what is lacking is an acknowledgement of the reciprocity that each scholar implies.  It is an assertion that is never clearly articulated in the text and thus is never academically explored or verified. 
Those few studies that have considered the link between social movements and rock music appear to fall into one of two categories: those that view this link primarily as a one-way street, and those that imply mutual influences (albeit without adequately demonstrating such reciprocal influence). An example of the first category is Reebee Garofalo’s book Rockin’ Out.​[12]​ Despite contending that “popular music is… a social and political indicator that mirrors and influences the society in which we live.”​[13]​ Garofalo’s analysis focuses most heavily on the appearance of cultural phenomena within the rock songs of the era. She shows, for example, how the song “Ohio” by Crosby, Stills, Nash and Young was penned and released just weeks after the Kent State Massacre as a reaction to the shootings by the National Guard that killed four protestors of the Vietnam War at Kent State University.​[14]​  She primarily chronicles the history of the music through its cultural context, citing major events and movements as the primary influences to the music. Garofalo also looks at the influence of the music on pre-existing movements, but this analysis is limited. In her discussion of Donovan’s “Mellow Yellow,” for example, Garofalo tells us that the audience assumed that the song was a drug reference, spawning a “short-lived and highly unproductive banana smoking craze,”​[15]​ even though smoking banana skins was not the intention of the song.  Here the music contributed, however unintentionally, to the fledgling psychedelic movement.  
An example of the second approach is Ron Eyerman and Andrew Jamison’s analysis of aspects of the reciprocal relationship between rock ‘n’ roll and the movements of the 1960s in their book Music and Social Movements.​[16]​  Like Garofalo, Eyerman and Jamison spend a large portion of the book on the more easily demonstrated relationship of the movements’ influence on the music.  Eyerman and Jamison, however, take their analysis one step further than Garofalo when looking at the converse proposition, that the music influenced the movements.  Although Garofalo showed rock ‘n’ roll’s influence on pre-existing movements, she did not delve deeply into the subject of rock ‘n’ roll’s influence on the expansion of these movements.  The high-profile nature of the music during this era, however, helped to spread the word about a myriad of different movements within American society.  Eyerman and Jamison note this factor in asserting that, “it has been perhaps primarily through music and song that social movements have exerted their main influence on the wider American culture as well as on the rest of the world.”​[17]​ Nevertheless, these authors make only broad statements about the mutual influence without showing the evidence for their assumptions. 
This study will draw from arguments put forth by both scholars such as Garofalo on the one hand, and Eyerman and Jamison on the other.  Crucially, however, it will reject the view that the link between music and the movements of the 1960s and 1970s was uni-directional. This underscores the central proposition put forth by Eyerman and Jamison that  “social movements and popular culture can be reciprocal and mutually reinforcing.  Rather than representing two distinct modes of activity, social movements and popular culture can interact with each other in synergetic ways and thus contribute to wide-ranging and long-term processes of cultural transformation.”​[18]​ Eyerman and Jamison, however, are missing a vital piece in their analysis.  They repeatedly assert their claim that the music and movements have a mutually influential relationship, but these authors fail to clearly demonstrate the argument that they make with evidence showing the relationship between historical events and the content of the music itself.  
These prior works made the reciprocal argument (movements  music) mainly in general terms without adequate scholarly analysis or support.  The main purpose of this thesis is to offer more finely drawn connections between the songs of the times and the tenor of the times. The demonstration of the give-and-take between these two aspects contributes to areas beyond the music alone.  This analysis holds good prospects for cultural historians, particularly in the area of popular culture, because it opens up a new avenue for the study of the events of the 1960s and 1970s.  Demonstrating the power that the music and the movements held over each other in these years of cultural turmoil allows history to take a different view of how changes in a variety of movements occurred, shaping the outcome of the decade, and the music.  
Regarding methodology, this study will also draw from various techniques of inquiry.  Evidence of society’s influence on the music is readily obvious and relatively easy to demonstrate.  When a movement becomes popular, such as the anti-war or civil rights movements of the 1960s, and songs subsequently emerge about the same topics, it is usually clear where the inspiration originated.  Music’s influence on society, however, is rather more difficult to demonstrate.  Garofalo and Eyerman and Jamison serve as a point of departure for this analysis, but more extensive social theory is required to arrive at a more comprehensive portrayal of the music/society interrelationships.  This study will contribute to the existing academic literature, particularly with regard to the ways in which music influenced social movements, by applying two important concepts from the social sciences, namely “structuration theory” and the “Thomas Theorem.” 
Anthony Giddens’ theory of structuration offers an approach to account for the underexplored music  society link.  In articulating his theory Giddens states that, “neither subject (human agent) nor object (‘society’, or social institutions) should be regarded as having primacy.”​[19]​ The key idea behind this theory is that of “duality” rather than “dualism” (i.e., two phenomena are viewed as mutually influential, rather than acting uni-directionally or independently).  As Lars Bo Kaspersen explains it, “[social] structure no longer determines individuals’ actions. Conversely, the social structure is not simply the sum of the individuals’ actions.  Society is viewed as a structuration process, whereby human actions simultaneously structure and are structured by society.”​[20]​  That is, existing social structures can and do influence the attitudes and actions of people, but the attitudes and actions of individuals and groups also can and do influence the character of social structures. This theory is an essential component of the main argument of this thesis because it allows rock ‘n’ roll to be seen in terms of actions by human agents (i.e., singer/songwriters) without being solely reliant on the movements as governing structures.  This approach implies that structure/agency (i.e., structurational) relationships are most effectively viewed as reciprocal and mutually influential, rather than uni-directional. Simply put, this approach allows for understanding that if a song was written that related to a movement, then that movement is acknowledged as assisting in the creation of the song, but the song could then in turn help to further the movement itself in a reciprocal fashion. 
In addition to rock ‘n’ roll analysis via structuration theory, this study will also apply another principle that should be acknowledged when addressing the question of whether and/or how society and music reflected and influenced each other.  This phenomenon is best characterized by a famous quote from W.I. Thomas in his 1928 book The Child in America, which has become known as the Thomas Theorem. It states: “if men define their situations as real, they are real in their consequences.”​[21]​  This theorem is consequential for the analysis in this thesis because it implies that the way that people interpret situations, events or words, is what they treat as “reality,” which in turn implies that people respond to their own interpretations, not necessarily those intended by, for instance, political leaders or songwriters. The Thomas Theorem allows us to look beyond the initial intent of a song and analyze the actual responses to it by listeners.  In many cases artists wrote songs intending one meaning, or not attaching meaning to it at all, and then had their work interpreted in an entirely different way by the listener.  Using “Mellow Yellow” as the example again, we see that Donovan did not intentionally write a drug song: yet, because people thought it was about getting high from smoking dried banana peels it became a drug song to them.​[22]​  The audiences’ reaction thus changed the meaning of the song and consequently its impact on society. This is a recurring theme throughout 1960s rock ‘n’ roll, showing up in the music of everyone from the Beatles to Jimi Hendrix.​[23]​  New interpretations lead to new consequences for society, thus, changing the role that rock ‘n’ roll played in the eyes of the fans.

Themes and Chapter Outline
This thesis will also break some new ground through its thematic approach, differentiating between the music and messages of various social movements. Keeping the discussions above as a framework, the following paper will wind its way through three major movements of the 1960s and early 1970s and their relationship to the rock ‘n’ roll music that was being produced during the same time period.  For the purposes of this study the 1960s will be broadly defined as the time period between 1960 and 1975.  Although this is clearly not within the bounds of a single decade, the themes of the 1960s continued into the 1970s, finding a decisive end with the removal of the last troops from Vietnam in 1975 and an accompanying shift away from socially conscious music to music with less serious intent (e.g., disco).​[24]​
As stated above the three areas that will be examined include the civil rights movement, the anti-Vietnam War movement and the counterculture movement with a focus on psychedelic drug representation. These areas were chosen because of their impact on the 1960s and their prominence in current historical discussion of the times. Each of these movements will have a chapter dedicated to it in this thesis. The chapters will provide an outline of the movement interspersed with an analysis of demonstrative rock ‘n’ roll songs that mirror each respective movement.  Each song will be analyzed in the context of the movement under discussion, with an emphasis on the reciprocally influential nature of both the music and the movement. 




The Civil Rights Movement: Rockin’ For Rights
Of the social movements that will be covered in this paper, the civil rights movement was the first to have a significant, long-lasting impact on the United States, and is therefore a logical starting point.  As the 1950s rolled into the 1960s the civil rights movement really hit its stride in America, with young people becoming involved in ever-greater numbers.​[25]​  The rising push for equality among the nation’s black population became stronger than ever and was, moreover, joined in force by white activists, helping to close a divide that had existed in the United States since its inception.​[26]​  With such momentous changes occurring, it should come as no surprise that the rock ‘n’ roll music that was connected to the movement is some of the most profound and famous music that emerged from the 1960s. Both black and white artists created songs that referenced and encouraged support of the civil rights movement – and helped to give it some of its impetus. Although the movement would radicalize with the emergence of Black Power in the late 1960s, rock ‘n’ roll—particularly folk rock and soul music, which “camped under the rock umbrella” as a rock hybrid--became the voice of the movement.​[27]​

Civil Rights and Folk Rock in the Early Sixties
The civil rights movement emerged and gained momentum as a protest movement against segregation laws in the South in the 1950s—with landmark events such as the Supreme Court’s 1954 ruling in the Brown v. Board of Education case, which led to the integration of Central High School in Little Rock, and the Montgomery bus boycott.  It was the 1960s, however, that witnessed the most profound changes, seeing national support of civil rights increase from four percent to 52 percent in the first three years of the decade alone.​[28]​ As stated above, a major reason for the explosion of the civil rights movement on the national scene during these years was the massive and energetic participation of young people, especially students.​[29]​ 
The 1960s were kicked off with a bang on February 1, 1960 when “four black students from the Agriculture and Technical College in Greensboro, North Carolina, entered a variety store, made several purchases, and sat down at the lunch counter reserved for whites, ordering coffee.”​[30]​  This was the first sit-in of the 1960s and it would come to define the decade. As David Farber says, ”the sit-in movement… marked the beginning of a new, less organized struggle in which young people were to be propelled to the forefront of social protest, and whose goals were no longer integration but a much-expanded idea of justice.”​[31]​ These ideas were furthered when in 1961 James Farmer of the Congress of Racial Equality (CORE) organized what were termed “Freedom Rides” of interracial groups into the South in an attempt to test the desegregation of bus terminals.​[32]​ The sit-in movement and the Freedom Rides sparked a new phase of student protest. Over the course of the next ten years the civil rights movement would change dramatically, becoming increasingly violent, but it was this non-violent start, focused on rights and justice that was most reflected in the rock ‘n’ roll music of the time.​[33]​  
Of particular inspiration for the lyrics of even white musicians, such as Bob Dylan, were the events that unfolded in Oxford, Mississippi in 1962. Following the 1954 ruling in the Brown vs. Board of Education Supreme Court case there was an increased push in the civil rights movement for integration in education, which proceeded painfully slowly and by the early sixties appeared to have stagnated.​[34]​ In September of 1962 the Brown case was put to the test when James Meredith endeavored to become the first black student to attend the University of Mississippi.  As Meredith attempted to register, the white population of the state of Mississippi, including the governor, Ross Barnett, exploded with rage, causing President Kennedy to send five hundred U.S. marshals to accompany Meredith into the school.​[35]​  As David Farber tells us, “a thousand students, eventually joined by thousands of other whites from across Mississippi, attacked the marshals with guns, gasoline bombs, bricks, and pipes.”​[36]​  Over the course of the night this violent protest would lead to the death of a local man as well as a London reporter.​[37]​ 
The reaction to this incident was national, and one man in particular, Bob Dylan, would write a song that would raise the awareness of what had happened, as well as mark the incident even for people who were not involved in the civil rights movement. The song was “Oxford Town,” which was recorded less than three months after the violence in Oxford, Mississippi.  Several verses of the song read as follows: 
He went down to Oxford Town
Guns and clubs followed him down
All because his face was brown
Better get away from Oxford Town

Oxford Town around the bend
He come in to the door, he couldn't get in
All because of the color of his skin
What do you think about that, my frien'?

Oxford Town in the afternoon
Ev'rybody singin' a sorrowful tune
Two men died 'neath the Mississippi moon
Somebody better investigate soon.​[38]​

The direct correlation of these lyrics to the events at Ole Miss is quite obvious, echoing Garofalo’s argument that the music mirrors society.​[39]​  In the first two verses Dylan recounts the violence and exclusion that occurred based solely on race and questions the motives and justice behind these actions by saying “what do you think about that, my frien’?”​[40]​ In the last verse Dylan sings about the two casualties of the riots in Oxford.  Dylan’s version of events is not at all neutral, but rather is unquestionably in support of civil rights, making him a new voice in a movement that had been predominately black and not interracial up until this point.​[41]​ The final line in itself is vital to this analysis because it is a call for justice, taking Dylan beyond being a singer/songwriter, making him an activist.  The idea here is that of reflexivity, where Dylan and his music become part of the movement by demanding change and justice.  This is best represented in the famous Mohandas Ghandi quote, which states, “you must be the change you want to see in the world.” In this case Dylan is embodying the change he believes in by presenting his feelings in the public sphere via music. In the early 1960s he wrote to a friend saying the “my songs speak for me,” so music was his way of projecting his ideals, allowing them to be adopted by those with a similar viewpoint.​[42]​    
Although the integration of Ole Miss would become exceedingly important in itself for the civil rights movement, Bob Dylan’s provocative lyrical account would ultimately have just as profound an influence on the course of the civil rights movement as a whole, thus providing direct evidence for Garofalo’s, and Eyerman and Jamison’s assertions about the mutual influence between music and movements. By applying Giddens’ structuration theory to Dylan’s work it is evident that the events in the wider society provided the basis for his lyrics.  Perhaps less evident, however, is that it was the lyrics themselves and their popularity, that expanded the ideas of civil rights to a greater audience – America’s youth, which constituted an audience that was inclined to take action to redress social injustice.​[43]​ Dylan addressed many of the major events that were occurring in fight for civil rights with his music, such as “Oxford Town” or “A Pawn in Their Game,” which was about the murder of civil rights activist, Medgar Evers, drawing attention to the injustices that were so commonplace at the time.​[44]​ 
	Dylan’s lyrics however were not always so event specific.  With both “Blowin’ in the Wind” and “The Times They Are a-Changin’” (highlighted in the introduction) in 1963 and 1964 respectively, Dylan solidified himself as a voice for civil rights. As Paul Friedlander tells us, “The civil rights movement rejoiced at this poetic expression of imminent change. Young people discovered a spokesperson for their generation.”​[45]​  Todd Gitlin, a 1960s activists says “that whether he liked it or not, Dylan sang for us.”​[46]​  “Blowin’ in the Wind,” written at the beginning of his career, conveyed the feelings that were surrounding the civil rights movement at that time. In response to “Blowing in the Wind,” Carl Oglesby, a former president of Students for a Democratic Society (SDS) said:
“Dylan’s early songs appeared so promptly as to seem absolutely contemporary with the civil rights movement. There was no time lag. He wasn’t a songwriter who came into an established political mood, he seemed to be a part of it and his songs seemed informative to the Movement as the Movement seemed informative to the songwriter… [Dylan] gave character to the sensibilities of the Movement.”​[47]​ 

The ideas of justice and non-violence were central themes within Dylan’s work.  He was fighting for broad changes in society, which although often focused on civil rights were not limited to that movement.  In the final verse of “Blowin’ in the Wind” Dylan sings: 

How many years can a mountain exist
Before its washed to the sea? 
Yes, n how many years can some people exist
Before they’re allowed to be free? 
Yes, n how many times can a man turn his head
Pretending he just doesn’t see? 
The answer, my friend, is blowin’ in the wind,
The answer is blowin’ in the wind.​[48]​
     
These lyrics have a vague quality about them.  They do not directly relate to any certain event of the time, but are instead a more general expression of the times.​[49]​  The connections to the ideals of the civil rights movement can be seen in the second through fourth lines when he refers to freedom of people, the basis of the movement itself, and to Dylan’s incredulity toward those who ignore the injustice that surrounds them.  Paul Friedlander argues that, “Dylan uses the poetic devices of allusion, symbol, metaphor, and imagery within an abstract framework of questions about issues… [of] justice and injustice.” He notes that “Dylan frames the questions, challenging the listeners to draw their own conclusions.  This ability to confront issues of both political and personal consequence in an artistically creative and abstract manner proved to be on of Dylan’s major contributions to… music.”​[50]​ The song’s capacity to allow the listener to find their own interpretation of “Blowin’ in the Wind” invokes the Thomas Theorem, which led this somewhat obscure song to become a voice of the civil rights movement.​[51]​  
 Bob Dylan would perform his music as an activist at rallies through 1963, performing at events such as a “[Student Non-violent Coordinating Committee] rally for voting rights in Greenwood, Mississippi” and at a “demonstration for Jobs and Freedom in Washington, D.C., where Martin Luther King, Jr. gave a different version of the ‘I Have a Dream Speech.’”​[52]​ Dylan was one of the first to take the ideals of freedom, justice and equality, relating directly to civil rights, and put them into the folk genre, but he was by no means the last.  The ideas that were spawned by the integration of Ole Miss and the early freedom rides would eventually evolve into the “Freedom Summer” of 1964 under the leadership of Robert Moses.​[53]​  Moses brought more than one thousand white students down to Mississippi in an attempt to help facilitate black voter turnout in an area that was still plagued with Jim Crow laws, which were any state laws that discriminated against black people.​[54]​  The violence that ensued, assuring national attention to the civil rights Movement, spawned a myriad of songs directly related to the events of that summer.​[55]​  The most poignant of these songs was also written by a white artist, namely “I’m Going Down to Mississippi” by Phil Ochs, which began: 
I’m going down to Mississippi 
I’m going down a southern road
And if you never see me again
Remember I had to go.​[56]​

With the reference to never being seen again, Ochs was conveying the brutal truth about the dangers of fighting for civil rights in the South.  For many people, black and white, the fight for equal rights for all people was worth the risk of injury or even death.  This song is promoting endangering ones life for justice, making the artist, Phil Ochs, an individual civil rights activist with the ability to convey his beliefs to a wider audience.
	Throughout the civil right movement there were songs that were not nearly as specific as others.  “Oxford Town” and “I’m Going Down to Mississippi” are examples of a movement’s direct influence on music. Often, however, throughout the movement rock ‘n’ roll music would address civil rights in a less direct way, which was more reminiscent of Dylan’s “Blowin’ in the Wind.” In 1963 African-American artist Sam Cooke wrote one such song called “A Change is Gonna Come,” which indeed was inspired by Dylan’s “Blowin’ in the Wind.”​[57]​  One poignant verse in the song reads:
I go to the movie, and I go downtown
Somebody keep telling me "Don't hang around"
It's been a long time coming
But I know a change is gonna come​[58]​
The lyrics here once again seem to echo the changes that were happening in society, but it is interesting to note that, although it was recorded in the spring of 1964, this song was not actually released to the public until after Cooke’s death at the end of 1964.​[59]​  By this point the Freedom Summer of 1964 had ended, and “A Change is Gonna Come” seemed like a reactionary piece, but in actuality, Cooke’s message was a precursor to what that summer would bring.  Cooke sings about the segregation in the South and being told not to hang around in public places.  This was exactly what the Freedom Summer was trying to fight. Regardless of when the song was released, however, it became an anthem for the civil rights movement and the hope of change, finding Top Forty status on the Billboard charts in 1965.​[60]​  The publics assumption that this song as a response to the “Freedom Summer” even though it was written earlier, once again points to the power of interpretation that comes with the Thomas Theorem. 

Black Power and Soul in the Late Sixties
In addition to the “Freedom Summer” 1964 brought the Civil Rights Act, which in principle (if not in actuality) took away the possibility of legal racism in the United States.​[61]​ The passage of this Act did more than outlaw racism, however; strangely it seemed to mark the turning point from a predominately non-violent resistance to a more violent “Black Power” focused movement.​[62]​  The Watts Riot in 1965 was the first major riot of the 1960s, but it would only be the first of hundreds that would follow as the decade came to a close.​[63]​  In that same year Otis Redding gave the world “Respect.” Although it was Aretha Franklin’s version in 1967 that catapulted the song into rock history, it was the original by Redding that was adopted by the civil rights movement, saying: “All I’m askin’ is for a little respect.”​[64]​  Paul Friedlander tells us that “whether Otis intended it or not, ‘Respect’ became an anthem of black consciousness, with a demand for racial recognition being substituted for the song’s… plea for equality in a relationship.”​[65]​ This was distinctly more of a case of the music shaping the movement and not the other way around.  The Thomas Theorem came into play in this situation, because although Redding did not originally intend his song to have civil rights or “black power” connotations the interpretation by the public was entirely different.  The audience believed he was singing about black rights and so that became what the song was about, prompting demands for racial respect from the black population.    
Just as with folk rock, soul music is often identified as a subcategory of rock ‘n’ roll. Soul was a primarily black form of music that developed out of gospel and rhythm and blues (a precursor to rock ‘n’ roll).​[66]​ Many members of the soul music category such as Otis Redding and Sam Cooke launched soul music to the forefront of black music and thus the civil rights movement, but it was the black power movement that really connected soul to civil rights.​[67]​ The year 1966 brought the advent of true “black power”, with Stokely Carmichael coining the phrase at a rally in Greenwood, Mississippi, saying it was time for black people to embrace their power and cast off the white “dictatorship of definition, interpretation, and consciousness.”​[68]​  Civil rights and rock ‘n’ roll mirrored each other, and there is no better example of this than the “Godfather of Soul” himself, James Brown.  In 1968 Brown released a hit single titled “Say It Loud (I’m Black and I’m Proud),” which includes the following verses: 
Some people say we've got a lot of malice 
Some say it’s a lot of nerve 
But I say we won't quit moving until we get what we deserve 
We have been bucked and we have been scorned 
We have been treated bad, talked about as just bones 
But just as it takes two eyes to make a pair, ha 
Brother we can’t quit until we get our share 

We're people, we're just like the birds and the bees 
We'd rather die on our feet 
Than be livin' on our knees 

Say it loud: I'm black and I'm proud​[69]​ 

As Reebee Garofalo tells us, this song “became an anthem in the struggle for black liberation. The ascendancy of the black power movement reflected the growing separation between blacks and whites in their struggles for power, identity and meaning.”​[70]​ It is not hard to see why this song was adopted for the black power movement when the lyrics are so clearly oriented as such and the division between white and black is so starkly obvious.  The chorus alone, “say it loud: I’m black and I’m proud,” is enough to give the song this distinction, but Brown couples that with demands for equal treatment, opportunity and respect.  The structure of the civil rights movement of the time is the influence here. It is the action taken by Brown, his demands via song, and the song’s national popularity, however, that propelled these ideas to the greater public. As addresses earlier, the artists often became activists with their music and in this case Brown is demanding rights for African Americans saying “We wont quit moving until be get what we deserve.”​[71]​ “Say It Loud” was the number one song of 1968 under Billboard’s rhythm and blues category and number ten overall, meaning its record sales and thus airplay was enormous.​[72]​  People listened to what Brown was preaching and they responded.   
Even before the release of “Say It Loud” James Brown had a profound influence over the black population in the United States. Earlier the very same year when Martin Luther King was assassinated in Memphis, Brown was in Boston, and the mayors of both Boston and then Washington, D.C., called on Brown to help calm the black population in the cities.​[73]​ Brown’s ability to prevent rioting after the assassination made him a perfect candidate to represent black power; thus, when “Say It Loud” was released he already had a platform set to become a voice of the movement.
As the 1960s progressed there was a clear break from the music of men like Dylan and Cooke, who regardless of color represented the interracial non-violent civil rights movement of the 1950s and early 1960s. Black power widened the division between the militant civil rights fighters and the peaceful ones.  Although Brown was able to calm the reaction to Martin Luther King’s death, his message was one that was viewed as advocating the more militant side of the movement.  This side was almost entirely represented in “pure” black music alone, with no interracial influences.​[74]​ 
 The more idealistic side of the movement of the early sixties was not entirely dead, however. Musicians, black and white, still existed who believed in a utopian ideal, where everyone is equal and free, but this was more of the exception rather than the rule and was significantly more prominent in white musicians.  This was most famously represented in a song by the Rascals, released in 1968 called “People Got To Be Free,” which rocketed to number five on the Billboard Hot 100 of 1968, making it the fifth most popular song of the year in any genre and a number one single for five weeks on the charts.​[75]​ The first verse of the song reads as follows:
All the world over, so easy to see
People everywhere just wanna be free
Listen, please listen, that's the way it should be
Peace in the valley, people got to be free​[76]​

The overwhelming popularity of this song reflects and promotes the ideals and new world view of the era – that people in 1968 were willing to accept the goals of the civil rights movement, with freedom for all people grabbing the premier spot.​[77]​  This song, however, came from an all-white band from New York.  This meant that the members came from the northern United States, where racial tensions were not as severe, and because they were white they did not have to experience the racism that black musicians did. This allowed the Rascals to retain the utopian message of the early 1960s in their music, while their black counterparts were following a more aggressive path. As with many of the songs from this decade “People Got To Be Free” was both influenced by, and influential in relation to the civil rights movement.  The popularity of the song, with a wide interracial audience guaranteed that its message was widely heard as one of the defining anthems of the times.​[78]​  

The Southern White Response
Although drastic changes occurred throughout the 1960 in regard to civil rights, with both black and white people supporting the cause, there were still those, as of 1974 (and even today), that held onto the era of white dominance.  The popularity of rock ‘n’ roll, particularly amongst supporters of the civil rights movement, means that pro-civil rights music was much more prominent. On occasion, however, music with an anti-civil rights/pro-white south message emerged.  A prime example of this is “Sweet Home Alabama” by Lynyrd Skynyrd, written in 1974, which was seen as a response to Neil Young’s “Southern Man,” which lambasted the south for its racism.​[79]​  The final verse of the song presents Lynyrd Skynyrd’s message, saying:
	Sweet home Alabama
Oh sweet home baby
Where the skies are so blue
And the governor's true
Sweet Home Alabama
Lordy
Lord, I'm coming home to you
Yea, yea Montgomery's got the answer​[80]​ 

This song is a perfect representation of the power of interpretation, creating an ideal example of the Thomas Theorem in action.  Ronnie Van Zant, lead singer and songwriter for Lynyrd Skynyrd claims that this song was written “tongue in cheek” and was not intended to support the racism of the South.​[81]​  The assumption of the public, however, was that the lyrics were presented in a serious tone, thus championing the white supremacy in the South.​[82]​  
There are two lines in particular that can be interpreted in this manner.  The line that reads “and the governor’s true” seems to support Governor George Wallace, who was adamantly pro-segregation and was quoted saying “segregation now, segregation tomorrow, segregation forever.”​[83]​  On the recording of this song, however, an earlier mention of the governor was followed by “boo boo boo” with Van Zant saying “we all did what we could do” indicating the song’s sarcastic tone toward the governor.​[84]​ According to Van Zant, the response to Neil Young was actually intended to point out that not all southern men are racists.​[85]​  If so, it certainly was not widely interpreted in that fashion.  










 The Anti-War Movement: Voices Against Vietnam 
The 1960s began with the push for civil rights as the predominant movement, but as the decade passed its midpoint civil rights was replaced by the anti-Vietnam War movement as the principal area of national attention and strife.​[90]​  Because of the inclusion of all races, leaving everyone connected in some way to the war, even civil rights activists like Martin Luther King lent their voices to the protest.​[91]​ 1965 is the year that Vietnam escalated from a conflict with minimal American troop involvement to a full-scale war, bringing in turn the escalation of national attention and anti-war protest in the United States.​[92]​ Leading the way was Students for a Democratic Society (SDS) who represented the liberal New Left.​[93]​  The fact that SDS was primarily a student organization was important because as Mitchell K. Hall relates, “activists tended to be middle class and well educated, and college students made up a significant portion of the crowds.”​[94]​ SDS was by no means the only organization protesting the war, others included the Student Non-Violent Coordinating Committee (SNCC), Negotiation Now, The Resistance and the National Coordinating Committee to End the War in Vietnam (NCC), all of whom were labeled “doves” by the media.​[95]​ Countless protests were staged around the country by the end of the war in 1975, with campus protest and draft card burning leading the charge. The Resistance, for example, organized a draft card burning on October 16, 1967 in which 1,100 draft cards were collected and burned.​[96]​
With increased combat operations and accompanying increased protests came the inclusion of antiwar messages in rock ‘n’ roll music.  The Vietnam War spawned some of the most powerful music of the time because it came largely from the generation that was of age to be drafted to fight a war of dubious legitimacy.  These young men sang about their opposition to the war and, consequently, were instrumental in exposing more people to the idea of objecting to the war, and thus, helped to further the developing antiwar movement.  

The Rise of Vietnam Protest	
1965 is a year that is known primarily because of the escalation of the Vietnam War, but in addition to this and because of this, it also became the year that introduced popular culture to antiwar protest songs. ​[97]​  Rock ‘n’ roll and particularly its offshoot of folk-rock provided “for the first time… a mainstream music that could be used explicitly in the service of thoughtful protest and creative opposition.”​[98]​ Although there had been many socially contentious (mostly folk) songs dealing with civil rights throughout the beginning of the 1960s, it was the song “Eve of Destruction” sung by Barry McGuire that is widely credited with launching the genre of protest songs into the national spotlight.​[99]​ The first verse of the song conveys the feelings that were just beginning to surface in America against the newly escalating Vietnam War.  It reads:
The eastern world, it is exploding
Violence flarin’, bullets loadin’
You’re old enough to kill, but not for votin’
You don’t believe in war, but what’s that gun you’re totin’
And even the Jordan River has bodies floatin’​[100]​

In the first line of this song McGuire refers to the eastern world, which is a reference to the Vietnam conflict that was just entering the national spotlight.  In addition to this reference, the ambiguity of the statement, encompassing the entire eastern world also alludes to other communist activity in recent years including the Korean War and the Communist revolution in China.  The Vietnam War however was the only active conflict concurrent with the release of the song.  Prior to 1965 the conflict in Vietnam was of little importance to the average American, even though American involvement began as early as 1959.​[101]​  
Although the initial line of the song draws the listeners’ attention to the violence in the eastern hemisphere that America was involved in, it is the third line of the song that draws the attention back home to the United States.  When McGuire sings the line “You’re old enough to kill, but not for votin’”​[102]​ it refers to the situation in the United States where men could be drafted at age 18, but could not vote until age 21 in most states.  This became a serious issue among the youth of America because they were required to fight in a war on which they had no voice or influence.​[103]​  This song presents a proactive, activist message, urging the youth to question their situation in regard to the draft.  McGuire, as the singer, takes on the role of the activist supporting the antiwar movement. The song’s public questioning of this discrepancy in draft eligibility and voting rights promoted the discourse on the topic and highlighted the hypocrisy of the situation. It would take over 5 years after the release of the song, but in March of 1971 Congress approved the 26th amendment giving everyone the right to vote at age eighteen as a “means of channeling the frustrations of the young from the streets into electoral politics.”​[104]​
 It is interesting to note that just as opposition to the War was beginning to fester in student groups such as SDS, McGuire’s rendition of “Eve of Destruction,” originally written by P.F. Sloan, was catapulted to number one on the Billboard hot 100 in 1965.​[105]​  As James Farber tells us, on April 17, 1965 “more than 15,000 people came together for the first national protest against American policy in Vietnam.” The war, however, “still seemed a peripheral issue to most Americans.”​[106]​ Considering that  “Eve of Destruction” was released as part of the album Barry McGuire Featuring Eve of Destruction in August of 1965 and reached the number one Billboard spot as a single in September of the same year, its release was virtually simultaneous with the rise of widespread Vietnam protest and national attention.  The concurrent nature of these two occurrences once again reminds us of the relevance of Giddens’ theory of structuration.  In this case neither the release nor the rise of anti-war protest can claim primacy, leading to the acknowledgement that both have thus influenced each other.​[107]​ The popularity of the single also speaks to its cultural impact.  With the war’s peripheral nature that Farber asserts, this song’s rise to the top of the charts shows a distinct shift in the public’s awareness and subsequent rejection of the war in Vietnam.​[108]​  

Escalation of Protest Music
As the 1960s wore on and the Vietnam War continued to escalate, so did the public’s rejection of the war, leading to increased public outcry and protest.  David Farber supports this statement by asserting that the antiwar sentiment had moved beyond student groups, such as SDS, saying that, “by 1967, the antiwar movement included people from all backgrounds, all ages, and all regions of the country.”​[109]​  Unsurprisingly perhaps, 1967 also brought an increase in protest songs. As Mitchell Hall tells us, “politicized songs increased in number with general antiwar sentiment, with lyrics typically evoking skepticism of government motives or an inability to change policy.”​[110]​  One of the most provocative antiwar songs of 1967 was “I Feel Like I’m Fixin’ to Die Rag” by Country Joe and the Fish.  This was one of the first blatant anti-Vietnam songs to emerge, with the first two verses reading:
Well, come on all of you, big strong men,
Uncle Sam needs your help again.
He's got himself in a terrible jam
Way down yonder in Vietnam
So put down your books and pick up a gun,
We're gonna have a whole lotta fun.

And it's one, two, three,
What are we fighting for?
Don't ask me, I don't give a damn,
Next stop is Vietnam;
And it's five, six, seven,
Open up the pearly gates,
Well there ain't no time to wonder why,
Whoopee! We’re all gonna die.​[111]​ 

This song, which is presented in the form of satire as a method of criticizing the war, addresses a variety of issues that America faced with its involvement in Vietnam. At the top of this list of problems was that American citizens were being asked to fight and possibly die for a cause they neither understood nor believe in.  Country Joe and the Fish also sarcastically make the point that not only does the government require increased troops to cover the war’s demands, but also that they were beginning to draft these soldiers away from their education. Prior to 1967 there were student deferments for the draft in place, so essentially all students were considered safe from Vietnam.  In 1967, however, the Johnson administration changed policy so that now students in the lower levels of their classes could be drafted into the army.​[112]​ As Tom Wells says, “Suddenly students were being told that they could be carted off to die in the jungles of Vietnam. The shock on campus was palpable.”​[113]​ The words in this song reflect the cynicism that was rampant in the United States over this change in eligibility for the draft. 
	Interestingly, Country Joe McDonald, the singer/songwriter for Country Joe and the Fish, had been performing this song for several years prior to its release on an album in 1967.​[114]​ This discrepancy means that Country Joe’s antiwar sentiments had been present long before protests were mainstream nationally.  Although “I Feel Like I’m Fixin’ to Die Rag” was presented on a much smaller scale between 1965 and 1967 it can still be given some credit for influencing the fledgling anti-Vietnam War movement. Country Joe and the Fish continued to perform I Feel Like I’m Fixin’ To Die Rag” throughout the decade, even highlighting it at Woodstock in 1969, where they began the song in their traditional way with the F-I-S-H cheer.  At Woodstock, however, the Country Joe began the cheer with the regular F, but then continued not with I-S-H, but with U-C-K.  The audience’s response was enthusiastic leading to the interpretation that either the audience enjoyed anything antiestablishment or they were voicing their reproach for the Vietnam War, which the song protested. Looking back from our vantage point today the song can be viewed as a predictor of where public reaction to the war would go after 1965. By 1967, in fact, the public reaction to the war was so strong and so widespread that, as Louis Harris writes, “Johnson no longer cited public opinion poll results supporting him, for there simply were none to be found.”​[115]​ 
	While 1965 marked the escalation of the Vietnam conflict into a war and 1967 saw the protest against the war go national, it was 1968 that was the true breaking point for support of the war in the United States.  By the end of 1968, troop numbers had reached almost 550,000, the highest number for the entire war.​[116]​ In addition to this a series of catastrophes, including the Tet offensive by the communist Viet Cong and the My Lai massacre (where American troops slaughtered innocent Vietnamese civilians), occurred and were brought via the media to the American people.​[117]​ The My Lai massacre, which had occurred on March 16, 1968, was covered up by the military for more than a year, but when it finally surfaced in 1969, public outrage in America was overwhelming.​[118]​ These incidents along with the high troop numbers in Vietnam and events in the United States including two assassinations (Martin Luther King and Robert Kennedy) and the protests at the Democratic National convention in Chicago, set a precedent that would be reflected in both rock ‘n’ roll and society in the subsequent years.
	In 1969 Creedence Clearwater Revival, under the creative leadership of John Fogerty came out with a major contribution to 1960s protest rock.  The song was called “Fortunate Son” and it contains the following two verses:
	Some folks inherit star spangled eyes,
Ooh, they send you down to war, y’all,
And when you ask them, how much should we give?
Oh, they only answer, more, more, more, y’all.

It ain't me, it ain't me,
I ain't no military son.
It ain't me, it ain't me,
I ain't no fortunate one.​[119]​
  
Following the debacle of 1968, David Szatmary tells us that “Fortunate Son” “mirrored the sentiments of young rockers, who feared being drafted and sent to the unpopular and escalating war in Vietnam.”​[120]​ The lyrics in this song are clearly defiant and antiwar, saying that there is a limit to what the working class will give for a war with which they disagree.  As David Farber tells us, “about 80% of the enlisted men who fought in Vietnam were from working-class and poor families.”​[121]​ John Fogerty was making a statement in “Fortunate Son” against the practice of deferment that allowed the privileged, who in the song he refers to as “Senator’s son” “Millionaire’s son” and “Fortunate son,” to avoid the draft at the “expense of the common person.”​[122]​ Fogerty’s words were a pointed social commentary on the state of America, with people being blinded by patriotism, with “star spangled eyes,” to support a war in which the United States had no convincing justification.​[123]​
 In this case there is a clear correlation between the events of both 1969 and the prior year, and the message in the song, but ensuing developments in the world of rock ‘n’ roll and protest music would illustrate the impact of “Fortunate Son.”  This was the song that ushered in the era of commercially successful antiwar rock that reached its zenith in 1970 and 1971 when, as Mitchell Hall tells us, “fifteen [antiwar] songs hit the top one hundred.”​[124]​ Hall continues on to say that this was the most potent period of antiwar rock because “songs opposing war continued through the mid-1970s, but their criticism was usually vague or generic.”​[125]​ While the commentary in “Fortunate Son” affected the social sphere, by encouraging protest, its major influence was its ability to popularize the genre of antiwar rock.  

The Heyday of Antiwar Rock
With the popularization of antiwar rock ‘n’ roll, 1970 delivered two prime examples of protest songs that were both culturally significant and commercially successful.  The first of these songs was “Ohio” by Crosby, Stills, Nash and Young.  As noted earlier this song was written by Neil Young as a response to the shootings at Kent State, which killed 4 students on May 4, 1970.​[126]​  What is ironic about this situation is that the demonstration at Kent State was intended as an antiwar protest, decrying the needless killing in Vietnam and the recent invasion of Cambodia.​[127]​ Instead of being simply one more campus demonstration to add to the list, Kent State tragically provided the catalyst that intensified antiwar sentiment in the United States.  This sentiment found an outlet through further protest and in this song. The first two verses, are as follows:
Tin soldiers and Nixon's comin'.
We're finally on our own.
This summer I hear the drummin'.
Four dead in Ohio.

Gotta get down to it.
Soldiers are gunning us down.
Should have been done long ago.
What if you knew her and
Found her dead on the ground?
How can you run when you know?​[128]​

Students across the country responded to the message Crosby, Stills, Nash and Young delivered because, as Reebee Garofalo tells us, this “single was released within weeks of the shooting and quickly became a Top Twenty hit.”​[129]​ “Ohio” had struck a resonant chord with the student protestors in the aftermath of the Kent State Massacre.  According to Tom Wells, the nation had exploded with student protests following both the invasion of Cambodia and the killings at Kent State​[130]​ and “Ohio” supported the same ideals that were being upheld on campuses across America.  With the very first line of the song, its author, Neil Young, reflects the widely held sentiment that Richard Nixon was to blame for the continuing troubles in Vietnam, as well as the disastrous response by the National Guard at Kent State.​[131]​ 
	With the Kent State Massacre as the catalyst, we can once again turn to the idea of structuration as a basis for understanding the development and impact of both the music, represented by the song “Ohio,” and the antiwar protests.  To see the insight provided by a structurational approach, we must divide the situation into two parts, structure and action.​[132]​  The most obvious structure in this case is the American government, with a focus on its agents, the military, and their domestic arm, the National Guard.  A focus on the government as a social structure, however, only provides an understanding of the existing institutionalized structure, one that is longstanding, highly ordered, and thus generally accepted because of its historical legitimacy.  In his articulation of structuration theory, Giddens argued that existing structures both constrain and enable human action.​[133]​ Such structures can, however, be changed by human action, but existing structures (e.g., government and laws) tend to make it difficult for individuals to make great changes in existing structures.  That is to say that individuals often only have limited power and, therefore, generally have minimal influence on established social structures.  Individuals can, however, exert more influence by creating new structures that serve as countervailing forces on existing structures. In the case we are considering, there was a second, emerging social structure that directly challenged the institutionalized government  -- the anti-Vietnam movement itself.  As Marshall Scott Poole and Robert McPhee tell us, “not all organizations are highly structured… social movements may exhibit little coherent influence between levels,” but still retain the distinction of a structure.​[134]​   The events at Kent State pitted the institutionalized structure, the United States government, against a counter structure, the anti-Vietnam War movement. 
The shootings at Kent State galvanized the second element of structuration, the human action, which involved not only political dissidents, but also songwriters and singers who gave voice to the antiestablishment, antiwar movement itself. Here we see the intensification of the protests themselves, during which “at least 1.5 million students went on strike, closing down campuses nationwide,”​[135]​ partnered with the popularity of antiwar rock at the time.  The release of “Ohio” and the reactionary, individual student protest occurred virtually simultaneously in the weeks following Kent State,​[136]​ providing the human action that gave strong impetus to the movement and led to “bandwagon effects,” i.e., many more people joined the movement, thus increasing its countervailing power to oppose the actions of the government.  The song “Ohio” represents the most immediate influence because of its static expression of outrage at the actions of the government agents, which helped the antiwar movement soon to change the orientation of the U.S. government toward the Vietnam War.   The timeliness of the song “Ohio” reached many people with its strong message of outrage about a government action and bolstered the antiwar movement itself. Based on this structurational analysis, it is plausible to conclude that “Ohio,” based on its popularity, first influenced the protesters’ message, which then influenced the movement itself, and ultimately influenced the government’s response to the larger picture, the war in Vietnam.
The second protest song that this paper will focus on from the commercial boom of antiwar rock in 1970 was “War” performed Edwin Starr.  The lyrics of this song are the most focused and deliberate antiwar lyrics of any song released in this period. “War” was also released toward the end of the Vietnam era, in essence summing up the feelings that had been building since 1965.​[137]​ As Garofalo asserts the song’s “message obviously struck a chord among listeners” reaching number one on the pop charts.​[138]​ The lyrics in two verses read:
I said WAR!...huh...good God y'all,
What is it good for?
Absolutely nothing...say it again
War! Huh...What is it good for 
Absolutely nothing...listen to me

WAR! It ain't nothing but a heartbreaker,
War. Friend only to the undertaker.
Ohhh! War is an enemy to all mankind,
The thought of war blows my mind.
War has caused unrest within the younger generation
Induction then destruction...who wants to die? Ohhh​[139]​

This song does not require extensive analysis because of the lucid nature of the lyrics, but as Paul Friedlander states, “Edwin Starr’s raw-voiced pentecostal pleadings, expressed exasperation at the senselessness of the current armed conflict in…Vietnam.”​[140]​ In the verses highlighted above, pain and death are the central themes arguing that there is no good reason for war.  Through the lyrics we can assert that the original justification for the war in Vietnam, which was to prevent the spread of communism, was invalid to the antiwar activists of the time.​[141]​  Starr also references the “unrest within the younger generation.”​[142]​ America’s youth were the most affected by the war in Vietnam, because they were the ones who were being sent, often against their will, to fight there.  David Farber tells us that, “on average, the men who went to Vietnam were nineteen years old,” leaving the youth as the primary protestors of the war.​[143]​  Starr is blatantly promoting peace by toting the myriad of negative points that are associated with war.

Pro-Vietnam America
History may remember the Vietnam War as being a national nightmare, with quickly declining support from the American people.  This is a largely accurate description, especially when analyzing the later years of the war. In the beginning, however, the war was largely accepted by the American public as a necessity to prevent communism and, therefore, received their approval.​[144]​  In 1966, rejecting the burgeoning antiwar sentiments of the nation, Sgt. Barry Sadler, a member of the U.S. Army’s special forces, also known as the Green Berets, wrote the song “Ballads of the Green Berets” in support of America’s role in Vietnam.​[145]​  The final verse of the song is as follows:
	Back at home a young wife waits
Her Green Beret has met his fate
He has died for those oppressed
Leaving her this last request
Put silver wings on my sons chest
Make him one of America’s best
He'll be a man they'll test one day
Have him win the Green Beret​[146]​

The release of this overtly patriotic song was viewed as a rejoinder to Barry McGuire’s “Eve of Destruction” from six months prior. As Garofalo argues, the rise of “Ballads of the Green Berets” to the top of the charts, so soon after “Eve of Destruction,” implied that the “battle lines that would soon separate the hippies from the hard hats were already being drawn.”​[147]​   









The Counterculture: Psychedelic Sounds
In addition to the civil rights movement and the antiwar movement, the last of the three great social movements of the 1960s was what was known as the counterculture.  The counterculture movement, however, has a very broad scope, overlapping with both the civil rights movement and the antiwar movement on many levels.​[154]​  Because of the wide-ranging nature of this area, some of the relevant material was already covered in the preceding sections, leaving this chapter open to discuss a more focused area of the counterculture of the 1960s.  This chapter will therefore focus its primary attention on the drug and psychedelic aspects of the counterculture, as present in the music and in the listeners’ reaction to that music.  
	There are two observations in particular that stand out about this area of concentration.  The first is that while psychedelic drugs were present throughout the 1960s there was a short 3-year period when it was at its peak and, therefore, particularly prevalent in the music.  These three years begin with LSD’s increase in popularity and subsequent banned status in 1966, resulting in it joining marijuana as a drug of choice for the decade, and end with the introduction of hard drugs such as heroin to the popular sphere with the end of 1968.​[155]​ The epicenter of this “acid” rock period, however, lies in 1967, particularly during what the media dubbed the “Summer of Love.”​[156]​ For this reason the selection of music will come only from these three years, with the majority being released in 1967.  The second observation is that much of the music-to-movement correlation derives from the Thomas Theorem, which to reiterate, states: “if men define their situations as real, they are real in their consequences.”​[157]​ Many of the songs analyzed were interpreted differently than the authors apparently had intended, which had the ironic effect of actually making them much more influential to psychedelic rock.

1966: The Beginning	
The year 1966 saw the release of the first two examples we will use in this study.  They are Bob Dylan’s “Rainy Day Women # 12 & 35” and Donovan’s “Mellow Yellow.”  Although they seem to be of distinctly different styles both are contributors to psychedelic rock and, surprisingly, Donovan has been referred to as the British Bob Dylan.​[158]​ The first of these songs to be released, Dylan’s “Rainy Day Women #12 & 35,” contains these verses:
	Well, they'll stone you when you're trying to be so good
They'll stone you just like they said they would
They'll stone you when you're trying to go home
Then they'll stone you when you're there all alone
But I would not feel so all alone
Everybody must get stoned

Well, they'll stone you when you're walking on the street
They'll stone you when you're trying to keep your seat
They'll stone you when you're walking on the floor
They'll stone you when you're walking through the door
But I would not feel so all alone
Everybody must get stoned​[159]​

These lyrics can be interpreted in two very different ways and it is this discrepancy that gave this song its prominent place in psychedelic rock.  The first interpretation is antiestablishment in nature, but not drug related, implying that “They,” which can be seen as anyone outside of the counterculture, including the government and the older generation, would “stone you” (i.e., metaphorically throw rocks) just for being you.  The second interpretation is the one that garnered the most support from Dylan’s young audience.  This interpretation assumes that Dylan is using “stoned” as a play on words, actually intending the message to be to get high on drugs, most likely marijuana.​[160]​ As James Harris explains it, “we get a shift between the active and passive voices of the verb.  They hurt you and attack you and accuse you all of the time, so just get high!”​[161]​ Regardless of what Dylan truly intended the second assertion became reality to the listeners, reinforcing the antiestablishment, drug-oriented feelings that were becoming prevalent in the United States at this time.​[162]​ As David Farber asserts, “that the men and women young people saw as their cultural arbiters—rock musicians—used drugs was an important factor in legitimizing experimentation with marijuana.” He continues by quoting an unidentified man who said, “did we start smoking dope because we were getting messages through the music or did we smoke dope and then the messages came?”​[163]​ For our purposes, this is one of the key questions of the counterculture and it illustrates how the music was able to effectively spread its influence beyond social commentary.
	As mentioned earlier, 1966 also introduced the song “Mellow Yellow” by Donovan.  Donovan expresses what seem to be nonsensical verses saying:
	Born-a high forever to fly.
Wind-a velocity nil.
Born-a high forever to fly.
If you want your cup, I will fill.

They call me Mellow Yellow,
Quite rightly.
They call me Mellow Yellow,
Quite rightly.





Is gonna be a sudden craze.
Electrical banana
Is bound to be the very next phase.​[164]​

Although Donovan himself once “denounced drug use” the lyrics of the song made the public at large assume that the songs cryptic language was indeed referring to drug use. ​[165]​ The words high and fly used in the first verse above were (and still are) often associated with the altered state of consciousness one experiences when taking drugs.  This choice of words along with the prediction of a “sudden craze” over “electrical banana[s]” made Donovan’s audience assume that bananas somehow contained hallucinogenic properties.​[166]​ As mentioned in the introduction, the ultimate result of this assumption was a “short-lived… banana smoking craze,” where people would attempt to get high from smoking dried banana peels.​[167]​  This was not the mellow yellow that Donovan had in mind, however, demonstrating the relevance of the Thomas Theorem once again. To reiterate the connection, the public believed Donovan was advocating the smoking of banana peels to achieve a state of higher consciousness and, thus, the song spawned a real craze that spread through the drug culture in the United States. As quirky as this example might be, it nonetheless demonstrates the influence of musicians on social actions and practices.

1967: The Zenith	
With the dawn of 1967 Jimi Hendrix released a song that followed the same pattern as “Mellow Yellow” in terms of its reception by the public.  That song was “Purple Haze,” the lyrics of which read: 
	Purple haze all in my brain
Lately things just don’t seem the same
Actin’ funny, but I don’t know why
‘scuse me while I kiss the sky

Purple haze all around
Don’t know if I’m comin’ up or down
Am I happy or in misery?
What ever it is, that girl put a spell on me​[168]​

Just as was the case with Donovan and “Mellow Yellow,” Jimi Hendrix claimed that his song was not a drug reference, but was in fact about a dream he had where he was walking under the sea.​[169]​ When considering the lyrics, however, it seems unlikely that drugs (and, in particular LSD) did not have a hand in the creative process and this is what the public also assumed.​[170]​ There are two major reasons for this widespread assumption.  First, Noel Redding, the bassist for The Jimi Hendrix Experience, said, “I fully admit that drugs controlled our music,” when discussing how Hendrix identified with the drug culture of the 1960s.​[171]​  Secondly, as David Farber asserts, “the ingestion of psychoactive drugs by the counterculture community, including its musicians, was the rule rather than the exception.” He continues saying, “community members believed that recreational drug use enhanced both the individual’s quality of life and his artistic creativity”—a belief that spread from the music community to the wider youth culture.​[172]​
	Even without the plethora of evidence to the contrary, it is unlikely that the public would have accepted Hendrix’s denial of drug innuendo based on the links that can be made by looking at the lyrics themselves. The first verse gives a vivid description of an acid trip as Timothy Leary describes it.  According to David Szatmary, Leary said that, “’acid’ fragmented everyday perception into a multitude of melting shapes and vibrant colors” and an “enhancement of sensory awareness.”​[173]​  The purple haze alludes to the combination of the melting shapes and color, while the reference to changes in perception allude to the increased “sensory awareness.”  LSD would also explain the line “actin’ funny, but I don’t know why” line, In addition, the use of “coming up” the second verse is a phrase commonly used to describe a drug trip as it is first taking effect.​[174]​ 
	As with many of the songs analyzed in this section we are once again forced to concede the possibility that, without a confirmation by the artist, “Purple Haze” may not have actually been about LSD.  As W.I. Thomas might note, however, this viable interpretation was real in its consequences.  This consequence was the belief of the listeners that “Purple Haze” was indeed about the drug and the belief crossed into the real world with a batch of LSD that was named “Purple Haze” after the song.  The LSD was produced by the “Acid dealer extraordinaire,” Owsley Stanley, who distributed the batch at the Monterey Pop Festival in the summer of 1967, on purple acid-soaked paper, to the tunes of Jimi Hendrix live.​[175]​ 
	Although the blatant crossover of a drug-related song to an actual drug used by people was unique to “Purple Haze,” the “Summer of Love” in 1967 would produce a myriad of psychedelic songs that were just as influential in their own way.  Leaping across the Atlantic from England, 1967 marked the transformation of the Beatles from a teen sensation to the center of the American counterculture with two albums, Sgt. Pepper’s Lonely Hearts Club Band and Magical Mystery Tour.​[176]​ The former album contained the cuts “Lucy in the Sky with Diamonds” and “A Day in the Life,” which would both feed the psychedelic cravings of the counterculture.
	With “Lucy in the Sky with Diamonds,” the Beatles continued the trend set by earlier artists, denying that the song was depicting drug use. John Lennon maintained that a picture his son Julian had drawn at school was in fact the song’s inspiration.​[177]​  Just as with “Purple Haze” the lyrics to the song suggest otherwise. The first verse alone is enough to identify the LSD references.  It reads:
	Picture yourself in a boat on a river,
With tangerine trees and marmalade skies.
Somebody calls you, you answer quite slowly,
A girl with kaleidoscope eyes.​[178]​

The fantastical imagery that is prevalent throughout the song is in itself enough to claim the influence of Acid, but the lyrics went beyond the complex imagery.  The last two lines of this verse demand the most attention.  Lennon’s reference to responding slowly in the third line, as James Harris tells us, points to a common phenomenon experienced by drug takers, specifically LSD, where “time appears to be slowed to the point that the present moment seems to be extended indefinitely.”​[179]​  In addition, the last line talks about a girl with “kaleidoscope eyes,” which echoes Timothy Leary’s description of seeing “jewel- like radiant detail of anything your eye falls upon,” while tripping on Acid.​[180]​ By far the most obvious display of the songs drug message, however, was the title itself.  Lucy in the Sky with Diamonds was a clever mnemonic for LSD. 
The second song off of Sgt. Pepper Lonely Hearts Club Band that had a psychedelic impact in the United States was “A Day in the Life,” which contained even more references to drug use than “Lucy in the Sky with Diamonds,” but presented them in a less overtly psychedelic manner. Two lines in particular contained phrases that were synonymous with using drugs in the 1960s. The first of these states: “He blew his mind out in a car.”​[181]​ As James Harris relates, to blow one’s mind “means being overwhelmed… by the sensory experience of the here and now,” induced by ingesting a drug which alters the state of consciousness.​[182]​  The second important line of the song is “I’d love to turn you on.”​[183]​  This line is drawn from the statement by Timothy Leary, known as the LSD mantra: “turn on, tune in, drop out.”​[184]​ To turn on in both of these cases meant to take LSD and thus turn the mind on, taking it to a higher level of consciousness.​[185]​  
Ultimately, the response to these two songs, under the aegis of the album on which they appeared, were received by Americans with critical acclaim and psychedelic acceptance.  Timothy Leary on hearing the album exclaimed, “The Beatles are mutants. Prototypes of evolutionary agents sent by God… the wisest, holiest, most effective avatars the human race has ever produced.”​[186]​  Jack Kroll, the reviewer for Newsweek said that “’A Day in the Life’ was the Beatles’ Waste Land” in reference to T.S. Eliot’s poem.​[187]​  Interestingly, although Sgt. Pepper, and these two tracks in particular, was so welcome in the United States, it was not greeted with open arms in England.  The BBC went to far as to ban “A Day in the life” from every wavelength because of “overt reference to drugs.”​[188]​  The American public, it seems, were more prepared to accept the psychedelic craze that was sweeping the country and nowhere was more receptive than the Haight-Ashbury district in San Francisco.​[189]​
Jefferson Airplane represented the epitome of the type of music that was emanating from the Bay Area in 1967.  One song in particular sums up the lifestyle and musical style of the psychedelic counterculture.  This song is “White Rabbit,” which was based on Lewis Carroll’s Alice in Wonderland.​[190]​ Every verse contains references to drugs of different varieties, but there are two verses that give the listener an image of clearly identifiable psychotropic drugs.  These verses are as follows:
And if you go chasing rabbits
And you know you're going to fall
Tell 'em a hookah-smoking caterpillar
Has given you the call
Call Alice
When she was just small
	
When men on the chessboard
Get up and tell you where to go
And you've just had some kind of mushroom
And your mind is moving low
Go ask Alice
I think she'll know​[191]​

In the first verse above Grace Slick sings about a “hookah-smoking caterpillar.”  The hookah was a device that originated in Arabia and was used to smoke “plant based substances” although in the United States in the 1960s its primary purpose was to smoke marijuana.​[192]​ The second verse mentions mushrooms, of which the psilocybin-containing varieties were a popular and natural hallucinogenic that were native to the United States.​[193]​  This same verse gives the listener a description of the effect that the mushrooms have on the mind.  As expressed above, the passage of time while on a psychotropic drug is often slowed down in the perception of the user, thus the “mind is moving low.” ​[194]​ The song ends with the powerful statement to “Feed your head.”​[195]​ Paul Friedlander asserts that this command is Grace Slick’s answer to the “men on the chessboard” equaling “misguided authority.”​[196]​ He continues to say that it is a “reference to drug-induced enlightenment and/or counterculture pursuits.”​[197]​
Jefferson Airplane’s endorsement of the drug culture, as well as the rejection of authority, echoed the beliefs of the time within the counterculture.  LSD and other drugs ruled the music coming out of this movement, as Paul Friedlander describes it, “with its roots in the LSDisneyland of the Haight-Ashbury district, the music is a reflection of the defiant new bohemians.”​[198]​ The musicians of the counterculture duly passed their ideals and habits on to their adoring fans, leading to an increase in marijuana smoking, and countless other drugs, and a rise in antiestablishment ideas.​[199]​

1968: Down, But Not Out 
As 1967 came to an end so too did much of the psychedelic music that had provided the identity for both the year and the counterculture itself.  With 1968, America witnessed the departure of 1967’s “Summer of Love” and the arrival of increasingly hard drugs, such as heroin and cocaine, and a rash of protests, riots and assassinations.​[200]​ The message of the counterculture, however, could not be extinguished so easily.  Its production continued on a smaller scale, but also expanded to include new artists outside the influence of the British bands or the Haight-Ashbury district.  A prime example of this is “Cloud Nine” by the Temptations, which, abridged, reads as follows:
 	I, I, I, I, I, I'm ridin' high
On cloud nine

You're as free as a bird in flight. 
Cloud nine
There's no difference between day and night. 
Cloud nine
It's a world of love and harmony. 
Cloud nine
You're a million miles from reality. 
Reality

I wanna stay up
Higher
Up up, up and away​[201]​

As Paul Friedlander explains, “’Cloud Nine—through its lyrics and music—recounts the experience of smoking ‘consciousness-altering drugs’ in much the same way as the Jefferson Airplane did one year before with ‘White Rabbit’.”​[202]​ “Cloud Nine,” like “White Rabbit” provides repeated references to well-known drug slang. In this case it is the word “high” that points to the smoking experience Friedlander acknowledges. Even today to be high is synonymous with drug use.  To say, “I wanna stay up. Higher” implies that the singer wants to retain the effects of a drug on their system.​[203]​  In addition, the entire middle verse recounts the break from reality that often occurs with the ingestion of hallucinogenic substances.  According to James Harris, “drug states may make a person wholeheartedly doubt that Space and Time exist at all.”​[204]​  This statement conforms to the ideas that there is “no difference between day and night” and that the subject is “a million miles away from reality.”​[205]​ 
	The release of “Cloud Nine” marked the first time that Motown, as both a genre of black music and a record company, had ventured into the area of social commentary.​[206]​ Although this song was specifically about the use and effect of psychotropic drugs, its influence was significantly wider.  As Friedlander details, “’Cloud Nine’ broke Motown’s lyrical formula taboos, at the same time loosening musical boundaries. No longer restricted to a romance-oriented permutation, the song describes the hardships of living in the lower-class Black America,” opening the doors for other artists to also address wider topics.​[207]​  “Cloud Nine” took the genre of psychedelic music that originated in the depths of the counterculture and adapted it to explore the escapism that often comes with drug use, combining the hardships of black life in America and the civil rights movement with the message of the counterculture.

Anti- Drug Messages
Although the most famous and best-remembered songs to come out of the counterculture were those championing drug use among the masses, there was another side of this era that was decidedly against drugs.​[208]​  A prime example of this is “Kicks” by Paul Revere and the Raiders, released in 1966 just as the counterculture was on the rise.  Paul Revere and the Raiders represented a side of rock and roll that was notably counter to the music of the budding counterculture. They represented the “other” 1960s, which was the mainstream culture of the decade and The Raiders primary fan base, teenyboppers.​[209]​ The first half of the song reads:
Girl, you thought you found the answer on that magic carpet ride last night
But when you wake up in the mornin' the world still gets you uptight
Well, there's nothin' that you ain't tried
To fill the emptiness inside
But when you come back down, girl
Still ain't feelin' right

And don't it seem like 
Kicks just keep gettin' harder to find
And all your kicks ain't bringin' you peace of mind
Before you find out it's too late, girl
You better get straight

No, but not with kicks
You just need help, girl​[210]​

Based on the title, this song initially seems to be a pro-drug song. Although “kicks” is a euphemism for drugs, however, the lyrics make it abundantly clear that drugs have a real downside.   Released at the beginning of the 1960’s most intense drug era, this song gives the opposite message from the counterculture rock ‘n’ roll that was emerging at the time. While songs like “White Rabbit” plainly promote conscious altering drugs, “Kicks” advocates improving life without the influence of drugs. This is not to say that only music from the counterculture was popular at the time, because “Kicks” rose to number four on the pop charts, while “ White Rabbit” only achieved the eighth position a year later.​[211]​  Ultimately it seems as though the message presented in “Kicks” was several years ahead of its time because as William Studwell and David Lonergan argue, this song “spoke presciently about the psychological—and other—costs of drug abuse.”​[212]​  
Drug abuse arguably would ultimately cause the final downfall of the free love, psychedelic counterculture.  David Szatmary explains that, “counterculture rock and hippiedom itself had a short-lived heyday, falling victim to its own drug-based logic. Many hippies… became wasted addicts” and, as Szatmary notes, LSD caused “some youths… [to become] isolated and detached from their own bodies.”​[213]​  “Kicks” is a plea for people to find help for drug abuse before it is too late.  This sentiment would become much more prominent in society and the music as the sixties changed into the seventies, with songs like “The Pusher” and “The Needle and the Damage Done,” by Steppenwolf and Neil Young respectively, decrying the popularity and effects of harder drugs such as cocaine and heroin.​[214]​ “Kicks” was a harbinger of what was to come, showing the end of the psychedelic era before it was even at its peek.

Conclusion





The purpose of this thesis has been to demonstrate the evidence for the argument that there was a reciprocal, mutually influential relationship between the tenor of the times (in the form of several social movements) and rock ‘n’ roll music during the 1960s in the USA. The years 1960 through 1975 marked an era, loosely termed “the ’60s,” in which popular music, specifically rock ‘n’ roll and its subsets, shared a profound connection with the concurrent events. This symbiotic phenomenon was something that the nation had never seen before in such a strong relationship, and which it arguably has not witnessed since. This reciprocity between the movements and the music created a pocket in time when the popularity of the music affected the national impact of several movements and vice versa.  A passage by Glenn Altschuler articulates this relationship, saying, “it is impossible to imagine the ‘60s in the United States without rock ‘n’ roll.  The music, and now the lyrics, were sometimes the backdrop, but often the inspiration as well for love-ins, sit-ins, demonstrations, the destruction of draft cards, tuning in, turning on, and taking off.”​[217]​ 
Altschuler’s statement is a simple one to make – indeed, it is one that a number of scholars have asserted, but have not adequately demonstrated.  The missing scholarly link is not merely the assertion of the connection, but actually showing the evidence for the connection – and especially the reciprocal relationship – between the social context of the 1960’s and the music of the 1960’s.  This paper is intended to address that missing link by connecting the emerging movements of the times with the music, as well as connecting the music with the furtherance of the movements.
This study focused on three major social movements, which captured the nation’s attention in the 1960s. These were the civil rights movement, the anti-Vietnam War movement and the counterculture movement, with an emphasis on its psychedelic subculture.  A combination of historical writings covering these movements and a series of analyses of the music, within their historical context, provide the groundwork used throughout this paper.  It is the expansion of these ideas on the basis of a coherent analytical framework, however, that provides a unique angle on this material.  Scholars including, David Farber, James Harris, David Szatmary and Paul Friedlander, each provide works that influence this analysis by describing the importance of the movement of the 1960s and considering the music within this context.​[218]​ Each of these authors provides vital material, to supplement this study, but each comes up short regarding the reciprocal relationship of the music and movements of the 1960s. This analysis uses their assertion of such a relationship as a point of departure for expanding on the specific connections between the context of the ‘60’s (in the form of its social movements) and its definitive music (in the form of its lyrics). 
As noted earlier, two scholarly works propose a reciprocal relationship between rock ‘n’ roll and the movements of the 1960s.  These are Rockin’ Out by Reebee Garofalo and Music and Social Movements by Ron Eyerman and Andrew Jamison.  Both of these works make a plausible case, in general terms, for a reciprocal relationship, but each leaves something to be desired in providing evidence in support of the general claim. Eyerman and Jamison go a step beyond Garofalo’s primarily unidirectional argument (that movements influence the music), in acknowledging an exchange between the movements and the music saying, “the transformation of popular culture was dependent on the politics, while the very meaning or content of the politics was substantially shaped by the popular cultural forms of representation in which it was expressed.” They, however, also do not provide strong evidence in support of these assertions, leaving the reader to imagine what the specific connections might be.​[219]​  It is clear that Eyerman and Jamison’s analysis is founded in a logical assumption that some sort of bi-directional connection does indeed exist, but they fail to demonstrate this supposition in specific terms.    

The Value of a Conceptual/Analytical Framework  
To accomplish this demonstration of a reciprocal relationship in a scholarly fashion, it is helpful to have some relevant conceptual framework by which an analysis of the reciprocity of the cultural context and the music associated with that context can be understood.  Furthermore, it is also important to understand that with a turbulent era like the 1960s, the meaning of events can be ambiguous and, therefore, become subject to different possible interpretations.  Thus, to have an effective conceptual framework, it is necessary not only to develop a way of understanding how reciprocal, influential relations in a social setting occur, but also to account for the interpretability of events and songs,.  
These two requirements in turn lead to two insightful approaches to assist the analysis. The former idea, reciprocity between the times and the music, invokes Anthony Giddens’ theory of structuration.  Giddens provides a scholarly approach to understanding how social structures (e.g. a given social movement or established institution) influence human action (e.g., songwriting) and how human action in turn influences structure.​[220]​   The theory of structuration accounts for how influential social structures (e.g., the civil rights movement) can be directly affected by human action and, therefore, supplies a conceptual argument in support of the claim that music can indeed affect the larger, more powerful structures of social movements.  In his specification of the structurational approach, Giddens acknowledged that social structures are powerful – so powerful that they limit the range of human action, but that over time human action can prevail in changing those structures.​[221]​  
The latter idea invokes the Thomas Theorem, which to reiterate states that, “if men define their situations as real, they are real in their consequences.”​[222]​ Because this theorem revolves around the idea of interpretation being the key component to construction of a “reality,” the ambiguity of some of the music from the 1960s provides alternate social realities for the songwriter and each individual listener.  Differing interpretations can then affect the influence a song exerts on its corresponding movement. 
In the analysis presented in this paper, the general concept of structuration is taken one step further in noting that there are two ways to think about the relationship between structure and action. The first is a direct relationship.  This means that the structure influences agents, which in turn  -- via interpretation – reciprocally influences the social structure itself. The second way of conceptualizing the reciprocal relationship between social structure and human action is less obvious, but equally interesting and enlightening.  It involves a two-stage process in which a large long-standing institutional structure (e.g., the U.S. government) is too powerful to be changed by a single individual.  Here the analysis presents an expansion of the typical application of Giddens’ theory arguing that the mode of influence is for human agents to generate a countervailing structure (e.g., the anti-Vietnam War movement in opposition to the U.S. government), which accumulates enough power to undermine the credibility and legitimacy of the existing social structure.  


A Brief Synopsis of the Chapters
To narrate the application of this conceptual method in combination with historical research, this paper employed a thematic approach to the movements. This allowed each movement to provide the context within which each song was analyzed, discussing the mutual relationships between the music and the movements. The idea was to individually cover three of the most significant movements without being distracted by other movements that were occurring more-or-less simultaneously, as a way of illustrating the direct connection that rock ‘n’ roll had with each specific movement.  In applying this conceptual framework it is initially acknowledged that that context of the times influenced the songwriters. More importantly, however, an analysis of the lyrics of specific songs pinpoints how each song adopted these influences and then the analysis shows how a given songwriter created his or her own means of influence on the movement itself. Each chapter, therefore, concentrated on a single movement and analyzed a series of contemporaneous songs to show the push and pull created between the two.
The first chapter focused on the civil rights movement from 1960 through 1974. These dates encompass the music chosen as examples in this paper. This chapter sets up a stark division between the early civil rights movement in the period 1960 though 1964 that advocated non-violence and the later sixties when a shift toward “black power” civil rights occurred.​[223]​  Although all of the music referenced belongs in the rock ‘n’ roll genre, there is a specific emphasis placed on the rock ‘n’ roll hybrids of folk-rock and soul.  Southern rock is also employed to show the counterpoint to the pro-civil rights music that is examined in this chapter.  Folk music is aligned most heavily with the first half of the 1960s, presenting the more idealist side of civil rights represented by both black and white musicians contributing to the music that both reflected and initiated change. By the end of 1964 the civil rights movement became increasingly assertive and soul music captured and represented this change.  Now the music called for black pride and respect for the race.  
The civil rights movement was perhaps the most significant and had the most long-lasting import of all the movements of the 1960s.  The historical sweep of this movement clearly prompted the songwriters of the era to orient much of their music toward commentary on the movement’s ideals and its justifications for greater civil rights for African Americans. Beyond mere commentary, however, the songs themselves then imparted further impetus and strength to the movement through interpretation, songwriter activism and structure/action reciprocity. Both sections of this chapter – the first dealing with the nonviolent early movement and the second with the more aggressive later movement -- employ structuration and the Thomas Theorem to draw out the reciprocal connections between civil rights and the rock ‘n’ roll influence.  It is worth noting that in the case of each song, the artist also acted (either wittingly or unwittingly) as an influential agent of change.  The songwriters and musicians, then, not only were shaped by the movement, but, in turn, were able to leave a lasting contribution on the progression of the movement itself.
Chapter two delves into the anti-Vietnam War movement, beginning with the escalation of the war in 1965 through the early 1970s when the withdrawal from the frontlines began.  Similar to the civil rights chapter, this chapter was designed around the music choices that represented and were reflected in the antiwar movement.  Within this chapter, three sections serve the purpose of outlining the burgeoning objection to the Vietnam War and thus the rise to prominence of protest music.  Structuration plays a key role in the analysis of the antiwar music, providing the dual-structure groundwork that is necessary to demonstrate that rock ‘n’ roll played a strong role in the creation of the national movement that rejected and undermined the legitimacy of the Vietnam War.  Because of the straightforward nature of protest music, there are a rather limited number of interpretations that can come from this music (i.e., almost all of it was clearly speaking out against the war); therefore, the Thomas Theorem does not receive significant attention in this section. 
The anti-Vietnam War chapter does acknowledge the existence of pro-war factions in the United States, and this is represented in the same way as the antiwar faction -- through the music.  Naturally, because of the increasing popularity of the antiwar movement with young people and their connection to rock and roll, the protest music was much more prevalent than pro-war music at the time, leading to the dominant focus of the chapter on music opposing the war.  Rock ‘n’ roll artists were able to find a passionate voice, making statements to spread the word of protest, and questioning the deeply rooted, legitimized structure of the U.S. government. Rock ‘n’ roll music thus became instrumental in turning what arguably could have remained a fringe movement into a widespread groundswell of opposition that clearly changed the course of not only the antiwar movement, but also contributed substantively to the end of the Vietnam War itself. 
The final chapter deals with the counterculture movement of the era, but through a more narrowly-focused lens, only incorporating the aspect of psychedelic drugs that were common in the movement. The focus on psychedelia limits the chapter to a relatively brief period of time in the second half of the decade of the 1960s.  The chapter particularly covers 1966-1968 with a concentration on 1967 as the height of the psychedelic era, once again relying on the music itself to establish the zenith of this movement.  The ambiguous nature of mind-altering drugs means that this chapter takes on a different tone than the previous two.  Just as the anti-Vietnam chapter relied more heavily on structuration, analysis of psychedelia relies more on the Thomas Theorem. 
The range of interpretations of the music was the most powerful influence that the music had on the movement, because even if a song was not about drug use, the listener assumed the freedom to impart a preferred interpretation of its meaning, if they so chose.  Some artists included overt psychedelic messages in their music, while others insisted that their songs were not referencing drug use at all.  This, however, was a key to the expansion of the psychedelic area of the counterculture, providing a lack of concrete structure connecting the music to certain events or ideas, so the construal of the music could be altered to fit a variety of interpretations. The participants in the counterculture were anti-establishment, in general, and embraced psychedelia as counter to mainstream life. Opposition to the status quo (whether in dress, religion, or lifestyle) was a crucial value, central to almost all members of the counter-culture movement, and this value manifested itself in many different forms, and most especially the music of this brief era. 
Members of the psychedelic counterculture adopted rock ‘n’ roll music as their own and shaped the interpretation of the songs to match the lifestyle that they championed – a lifestyle that rebelled against the “straight” norms of beliefs, appearance, and behavior of the times. There were, of course, some exceptions to of the typical psychedelic meaning or interpretation.  There existed a sub-culture that was anti-drug, which produced rock ‘n’ roll that was unambiguously counter to the psychedelic culture.​[224]​  It remained, however, much more common for songs coming out of the counterculture to either overtly support, or even advocate psychedelic drug use or at least have the potential to be interpreted as such (e.g., The Beatles, “Lucy in the Sky with Diamonds”) that made the movement thrive for a short time and granted its songwriters some surprising power to influence the drug culture.

Further Insights and Final Thoughts 
Every scholarly work strives to contribute something to the field that has not been previously or adequately explored.  For this work that contribution was the explicit demonstration of a reciprocal relationship between rock ‘n’ roll and three of the most significant social movements of the 1960s.  It is not particularly insightful to assert that the three major movements of the 1960s, the civil rights movement, the anti-Vietnam War movement and the counterculture movement, all influenced the popular music of the same era.  This observation not only contains little revelation, but also has been previously demonstrated by a number of scholars.​[225]​  The more difficult, more complex, and more interesting case to make is the converse, where the music itself is a prominent influential factor on the movements – by disseminating a message to the masses, thus fueling and providing a voice to the movement and giving it more impetus. In this fashion, the songs were able to take on a life of their own and contribute to the power and sway of the movements that they both invoked and provoked. 
Scholars might have previously proposed this connection in general terms, but the intent of this thesis was to attempt to go beyond merely asserting or alluding to the mutual influence of these two areas on each other.​[226]​  What was necessary is to look at this relationship, first on the macro level, by accounting for the historical context, and then on the micro level, by analyzing individual songs and their specific lyrics. In this manner, we attempted to discover how the connections to the larger society were made in the music, where the influences originated, and what events could be linked implicitly to the music. With the assistance of structuration theory and the Thomas Theorem, this work was able to connect those songs directly to the movement, demonstrating that music was not only influenced by the times, but was indeed instrumental to the development of the movements of the 1960s. 
In addition to this, there is a common thread that runs through all three movements: the idea of tension – in both destructive and constructive forms.  Each movement produced tension between the status quo of society and the changes that were embodied by the movements and the music of the times. To this end the music took on the role in society of inciting the tension, which helped to destroy the status quo.   Yet, depending on how the music was accepted by society, mainstream or otherwise, it ultimately was part of a larger constellation of factors that arguably helped to construct a “better” society by helping to replace the status quo with better institutional structures (which is especially obvious with the civil rights movement, and to a lesser extent with the anti-Vietnam War movement). The music of the 1960’s, therefore, can be viewed as having served a dual role in society as both destructive and constructive force.  







Appendix A: Chapter 1 Songs
“The Times They Are a-Changin’”
Come gather 'round people
Wherever you roam
And admit that the waters
Around you have grown
And accept it that soon
You'll be drenched to the bone.
If your time to you
Is worth savin'
Then you better start swimmin'
Or you'll sink like a stone
For the times they are a-changin'.

Come writers and critics
Who prophesize with your pen
And keep your eyes wide
The chance won't come again
And don't speak too soon
For the wheel's still in spin
And there's no tellin' who
That it's namin'.
For the loser now
Will be later to win
For the times they are a-changin'.

Come senators, congressmen
Please heed the call
Don't stand in the doorway
Don't block up the hall
For he that gets hurt
Will be he who has stalled
There's a battle outside
And it is ragin'.
It'll soon shake your windows
And rattle your walls
For the times they are a-changin'.

Come mothers and fathers
Throughout the land
And don't criticize
What you can't understand
Your sons and your daughters
Are beyond your command
Your old road is
Rapidly agin'.
Please get out of the new one
If you can't lend your hand
For the times they are a-changin'.

The line it is drawn
The curse it is cast
The slow one now
Will later be fast
As the present now
Will later be past
The order is
Rapidly fadin'.
And the first one now
Will later be last





Oxford Town, Oxford Town
Ev'rybody's got their heads bowed down
The sun don't shine above the ground
Ain't a-goin' down to Oxford Town

He went down to Oxford Town
Guns and clubs followed him down
All because his face was brown
Better get away from Oxford Town

Oxford Town around the bend
He come in to the door, he couldn't get in
All because of the color of his skin
What do you think about that, my frien'?

Me and my gal, my gal's son
We got met with a tear gas bomb
I don't even know why we come
Goin' back where we come from

Oxford Town in the afternoon
Ev'rybody singin' a sorrowful tune
Two men died 'neath the Mississippi moon
Somebody better investigate soon

Oxford Town, Oxford Town
Ev'rybody's got their heads bowed down
The sun don't shine above the ground
Ain't a-goin' down to Oxford Town


“Blowin’ in the Wind”

How many roads must a man walk down
Before you call him a man?
Yes, 'n' how many seas must a white dove sail
Before she sleeps in the sand?
Yes, 'n' how many times must the cannon balls fly
Before they're forever banned?
The answer, my friend, is blowin' in the wind,
The answer is blowin' in the wind.

How many years can a mountain exist
Before it's washed to the sea?
Yes, 'n' how many years can some people exist
Before they're allowed to be free?
Yes, 'n' how many times can a man turn his head,
Pretending he just doesn't see?
The answer, my friend, is blowin' in the wind,
The answer is blowin' in the wind.

How many times must a man look up
Before he can see the sky?
Yes, 'n' how many ears must one man have
Before he can hear people cry?
Yes, 'n' how many deaths will it take till he knows
That too many people have died?
The answer, my friend, is blowin' in the wind,
The answer is blowin' in the wind.


“I’m Going Down to Mississippi”

I'm going down to Mississippi
I'm going down a southern road
And if you never see me again
Remember that I had to go
Remember that I had to go

It's a long road down to Mississippi
It's a short road back the other way
If the cops pull you over to the side of the road
You won't have nothing to say
No, you won't have nothing to say

There's a man waiting down in Mississippi
And he's waiting with a rifle in his hand
And he's looking down the road for an out-of-state car
And he thinks he's fighting for his land
Yes, he thinks he's fighting for his land

And he won't know the clothes I'm wearing
And he doesn't know the name that I own
But his gun is large and his hate is hard
And he knows I'm coming down the road
Yes, he knows I'm coming down the road

It's not for the glory that I'm leaving
It's not trouble that I'm looking for
But there's lots of good work calling me down
And The waiting won't do no more
No, The waiting won't do no more

Don't call me the brave one for going
No, don't pin a medal to my name
For even if there was any choice to make
I'd be going down just the same
I'd be going down just the same

For someone's got to go to mississippi
Just as sure as there's a right and there's a wrong
Even though you say the time will change
That time is just too long
That time is just too long

So I'm going down to Mississippi
I'm going down a southern road
And if you never see me again
Remember that I had to go
Remember that I had to go 


“A Change is Gonna Come”

I was born by the river in a little tent
Oh and just like the river I've been running ever since
It's been a long, a long time coming
But I know a change gonna come, oh yes it will

It's been too hard living but I'm afraid to die
Cause I don't know what's up there beyond the sky
It's been a long, a long time coming
But I know a change gonna come, oh yes it will

I go to the movie and I go downtown somebody keep telling me don't hang around
It's been a long, a long time coming
But I know a change gonna come, oh yes it will

Then I go to my brother
And I say brother help me please
But he winds up knockin' me




There been times that I thought I couldn't last for long
But now I think I'm able to carry on
It's been a long, a long time coming
But I know a change gonna come, oh yes it will


“Say it Loud (I’m Black and I’m Proud)

Uh, with your bad self
Say it louder 
Say it louder 

Look a'here, some people say we got a lot of malice
Some say it's a lotta nerve
I say we won't quit moving
Til we get what we deserve
We've been buked and we've been scourned
We've been treated bad, talked about
As just as sure as you're born
But just as sure as it take
Two eyes to make a pair, huh
Brother, we can't quit until we get our share

Say it loud,
I'm black and I'm proud
Say it loud,
I'm black and I'm proud, one more time
Say it loud,
I'm black and I'm proud, huh

I've worked on jobs with my feet and my hands
But all the work I did was for the other man
And now we demands a chance
To do things for ourselves
we tired of beating our heads against the wall
And working for someone else

Say it loud,
I'm black and I'm proud
Say it loud,
I'm black and I'm proud
Say it loud,
I'm black and I'm proud
Say it loud,
I'm black and I'm proud, oowee

Ooowee, ou're killing me
Alright uh, you're out of sight
Alright, so tough, you're tough enough
Ooowee uh, you're killing me, oow

Say it loud,
I'm black and I'm proud
Say it louder,
I'm black and I'm proud

Now we demand a chance to do things for ourselves
We tired of beating our heads against the wall
And working for someone else
A look a'here,
One thing more I got to say right here
Now, we're people like the birds and the bees
We rather die on our feet,
Than keep living on our knees

Say it loud,
I'm black and I'm proud, huh

Say it loud,
I'm black and I'm proud, huh
Say it loud,
I'm black and I'm proud, Lord'a Lord'a Lord'a
Say it loud,
I'm black and I'm proud, ooooh

Uh, alright now, good Lord
You know we can do the boog-a-loo
Now we can say we do the Funky Broadway!
Now we can do, hu
Sometimes we dance, we sing and we talk
You know I do like to do the camel walk




I'm black and I'm proud
Say it louder,
I'm black and I'm proud, let me hear ya
Say it louder,
I'm black and I'm proud
Say it louder,
I'm black and I'm proud

Now we's demands a chance to do things for ourselves
We're tired of beating our heads against the wall
And working for someone else, hu
Now we're our people, too
We're like the birds and the bees,
But we'd rather die on our feet,
Than keep a'living on our knees

Say it louder,
I'm black and I'm proud
Say it louder,
I'm black and I'm proud, let me hear ha', huh
Say it loud,
I'm black and I'm proud, hu
Say it louder,
I'm black and I'm proud
Say it louder,
I'm black and I'm proud

Oooow, oowee, you're killing me, alright
Uh, outa sight, alright you're outa sight
Ooowee, oh Lord,
Ooowee, you're killing me
Ooowee, ooowee, ooowee, ooowee, ow

Say it loud,
I'm black and I'm proud, hu
Say it louder,
I'm black and I'm proud , Lord I feel it
Say it loud,
I'm black and I'm proud
Say it louder,
I'm black and I'm proud


“People Got To Be Free”

All the world over, so easy to see
People everywhere just wanna be free
Listen, please listen, that's the way it should be
Deep in the valley, people got to be free

You should see, what a lovely, lovely world this'd be
Everyone learned to live together, ah-hah-unh
seems to me such an easy, easy thing this should be
Why can't you and me learn to love one another

All the world over, so easy to see
People everywhere just wanna be free
I can't understand it, so simple to me
People everywhere just got to be free
Ah, ah, yeah . . . ah, ah, yeah

If there's a man who is down and needs a helping hand
All it takes is you to understand and to see him through, ah-hah-unh
Seems to me, we got to solve it individually ah-hah-unh
And I'll do unto you what you do to me

There'll be shoutin' from the mountains on out to sea
(out to the sea)
No two ways about it, people have to be free
(they got to be free)
Ask me my opinion, my opinion will be
(ah-ha)
It's a natural situation for a man to be free





Oh, what a feelin's just come over me
Enough to move a mountain, make a blind man see
Everybody sing it now, come on, let's go see
Peace in the valley, now we ought to be free

SPOKEN
See that train over there?
Thats the train of freedom
It's about to 'rrive any minute, now
You know it's been'a long, long overdue





Big wheels keep on turning
Carry me home to see my kin
Singing songs about the Southland
I miss Alabamy once again
And I think its a sin, yes

Well I heard mister Young sing about her
Well, I heard ole Neil put her down
Well, I hope Neil Young will remember
A Southern man don't need him around anyhow

Sweet home Alabama
Where the skies are so blue
Sweet Home Alabama
Lord, I'm coming home to you

In Birmingham they love the governor
Now we all did what we could do
Now Watergate does not bother me




Where the skies are so blue
Sweet Home Alabama
Lord, I'm coming home to you
Here I come Alabama

Now Muscle Shoals has got the Swampers
And they've been known to pick a song or two
Lord they get me off so much
They pick me up when I'm feeling blue
Now how about you?

Sweet home Alabama
Where the skies are so blue
Sweet Home Alabama
Lord, I'm coming home to you

Sweet home Alabama
Oh sweet home baby
Where the skies are so blue
And the governor's true
Sweet Home Alabama
Lordy
Lord, I'm coming home to you









The eastern world, it is exploding
Violence flarin’, bullets loadin’
You’re old enough to kill, but not for votin’
You don’t believe in war, but what’s that gun you’re totin’
And even the Jordan River has bodies floatin’

But you tell me
Over and over and over again, my friend
Ah, you don’t believe
We’re on the eve
of destruction.

Don’t you understand what I’m tryin’ to say
Can’t you feel the fears I’m feelin’ today?
If the button is pushed, there’s no runnin’ away
There’ll be no one to save, with the world in a grave
[Take a look around ya boy, it's bound to scare ya boy]

And you tell me
Over and over and over again, my friend
Ah, you don’t believe
We’re on the eve
of destruction.

Yeah, my blood’s so mad feels like coagulatin’
I’m sitting here just contemplatin’
I can’t twist  the truth, it knows no regulation.
Handful of senators don’t pass legislation
And marches alone can’t bring integration
When human respect is disintegratin’
This whole crazy world is just too frustratin’

And you tell me
Over and over and over again, my friend
Ah, you don’t believe
We’re on the eve
of destruction.

Think of all the hate there is in Red China
Then take a look around to Selma, Alabama
You may leave here for 4 days in space
But when you return, it’s the same old place
The poundin’ of the drums, the pride and disgrace
You can bury your dead, but don’t leave a trace
Hate your next-door neighbor, but don’t forget to say grace
And… tell me over and over and over and over again, my friend
You don’t believe
We’re on the eve
Of destruction
Mm, no no, you don’t believe
We’re on the eve
of destruction.

“I Feel Like I’m Fixin’ To Die Rag”

Well, come on all of you, big strong men,
Uncle Sam needs your help again.
He's got himself in a terrible jam
Way down yonder in Vietnam
So put down your books and pick up a gun,
We're gonna have a whole lotta fun.

And it's one, two, three,
What are we fighting for ?
Don't ask me, I don't give a damn,
Next stop is Vietnam;
And it's five, six, seven,
Open up the pearly gates,
Well there ain't no time to wonder why,
Whoopee! we're all gonna die.

Come on Wall Street, don't be slow,
Why man, this is war au-go-go
There's plenty good money to be made
By supplying the Army with the tools of its trade,
But just hope and pray that if they drop the bomb,
They drop it on the Viet Cong.

And it's one, two, three,
What are we fighting for ?
Don't ask me, I don't give a damn,
Next stop is Vietnam.
And it's five, six, seven,
Open up the pearly gates,
Well there ain't no time to wonder why
Whoopee! we're all gonna die.

Well, come on generals, let's move fast;
Your big chance has come at last.
Now you can go out and get those reds
'Cause the only good commie is the one that's dead
And you know that peace can only be won
When we've blown 'em all to kingdom come.

And it's one, two, three,
What are we fighting for ?
Don't ask me, I don't give a damn,
Next stop is Vietnam;
And it's five, six, seven,
Open up the pearly gates,
Well there ain't no time to wonder why
Whoopee! we're all gonna die.

Come on mothers throughout the land,
Pack your boys off to Vietnam.
Come on fathers, and don't hesitate
To send your sons off before it's too late.
And you can be the first ones in your block
To have your boy come home in a box.

And it's one, two, three
What are we fighting for ?
Don't ask me, I don't give a damn,
Next stop is Vietnam.
And it's five, six, seven,
Open up the pearly gates,
Well there ain't no time to wonder why,




Some folks are born made to wave the flag,
Ooh, theyre red, white and blue.
And when the band plays hail to the chief,
Ooh, they point the cannon at you, lord,

It aint me, it aint me, I aint no senators son, son.
It aint me, it aint me; I aint no fortunate one, no,

Yeah!
Some folks are born silver spoon in hand,
Lord, dont they help themselves, oh.
But when the taxman comes to the door,
Lord, the house looks like a rummage sale, yes,

It aint me, it aint me, I aint no millionaires son, no.
It aint me, it aint me; I aint no fortunate one, no.

Some folks inherit star spangled eyes,
Ooh, they send you down to war, lord,
And when you ask them, how much should we give?
Ooh, they only answer more! more! more! yoh,

It aint me, it aint me, I aint no military son, son.
It aint me, it aint me; I aint no fortunate one, one.

It aint me, it aint me, I aint no fortunate one, no no no,




Tin soldiers and Nixon's comin'.
We're finally on our own.
This summer I hear the drummin'.
Four dead in Ohio.

Gotta get down to it.
Soldiers are gunning us down.
Should have been done long ago.
What if you knew her and
Found her dead on the ground?
How can you run when you know?

Na, na, na, na, na, na, na, na.
Na, na, na, na, na, na, na, na.
Na, na, na, na, na, na, na, na.
Na, na, na, na, na, na, na, na.

Gotta get down to it.
Soldiers are cutting us down.
Should have been done long ago.
What if you knew her and
Found her dead on the ground?
How can you run when you know?

Tin soldiers and Nixon's comin'.
We're finally on our own.
This summer I hear the drummin'.
Four dead in Ohio.
Four dead in Ohio.
Four dead in Ohio.
Four dead in Ohio.
Four dead in Ohio.
Four dead in Ohio.
Four dead in Ohio.
Four dead in Ohio.
Four dead in Ohio.





What is it good for?
Absolutely nothing
Uh ha haa ha
War...huh...yeah
What is it good for?
Absolutley nothing...say it again y'all
War..huh...look out...
What is it good for?
Absolutely nothing...listen to me ohhhhh

WAR! I despise,
'cos it means destruction of innocent lives,
War means tears to thousands of mother's eyes,
When their sons gone to fight and lose their lives.

I said WAR!...huh...good God y'all,
What is it good for?
Absolutely nothing...say it again
War! Huh...What is it good for (Edwin sings 'Wohh oh Lord' over the top)
Absolutely nothing...listen to me

WAR! It ain't nothing but a heartbreaker,
War. Friend only to the undertaker.
Ohhh! War is an enemy to all mankind,
The thought of war blows my mind.
War has caused unrest within the younger generation
Induction then destruction...who wants to die? Ohhh

WAR! good God y'all huh
What is it good for?
Absolutely nothing...say it say it SAY IT!
WAR!...uh huh yeah hu!
What is it good for?
Absolutely nothing...listen to me

WAR! It ain't nothing but a heartbreaker,
War! It's got one friend that's the undertaker.
Ohhhh! War has shattered many a young man's dream,
Made him disabled, bitter and mean,
Life is much too short and precious to spend fighting wars these days.
War can't give life, it can only take it away!

Ohhh WAR! huh...good God y'all
What is it good for?
Absolutely nothing...say it again
War!...huh...woh oh oh Lord
What is it good for?
Absolutely nothing...listen to me

War! It ain't nothing but a heartbreaker,
War. Friend only to the undertaker...woo
Peace lovin' understand then tell me,
Is there no place for them today?
They say we must fight to keep our freedom,
But Lord knows there's got to be a better way.

Ohhhhhhh WAR! huh...good God y'all...
What is it good for?...you tell me!
Say it say it say it saaaay it!
War! good God now...huh
What is it good for?
Stand up and shout it...NOTHING

“The Ballads of the Green Berets”

Fighting soldiers from the sky
fearless men who jump and die
men who mean just what they say
the brave men of the Green Beret
Silver wings upon their chest
these are men Americas best
one hundred men will test today but
only three win the Green Beret
trained to live off natures land
trained in combat hand to hand
men who fight by night and day
courage take from the Green Beret

(Chorus)
Silver wings upon their chest
these are men Americas best
one hundred men will test today
but only three win the Green Beret

Back at home a young wife waits
her Green Beret has met his fate
he has died for those oppressed
leaving her this last request
put silver wings on my sons chest
make him one of Americas best
he'll be a man they'll test one day




Appendix C: Chapter 3 Songs

“Rainy Day Women #12 &35”

Well, they'll stone ya when you're trying to be so good,
They'll stone ya just a-like they said they would.
They'll stone ya when you're tryin' to go home.
Then they'll stone ya when you're there all alone.
But I would not feel so all alone,
Everybody must get stoned.

Well, they'll stone ya when you're walkin' 'long the street.
They'll stone ya when you're tryin' to keep your seat.
They'll stone ya when you're walkin' on the floor.
They'll stone ya when you're walkin' to the door.
But I would not feel so all alone,
Everybody must get stoned.

They'll stone ya when you're at the breakfast table.
They'll stone ya when you are young and able.
They'll stone ya when you're tryin' to make a buck.
They'll stone ya and then they'll say, "good luck."
Tell ya what, I would not feel so all alone,
Everybody must get stoned.

Well, they'll stone you and say that it's the end.
Then they'll stone you and then they'll come back again.
They'll stone you when you're riding in your car.
They'll stone you when you're playing your guitar.
Yes, but I would not feel so all alone,
Everybody must get stoned.

Well, they'll stone you when you walk all alone.
They'll stone you when you are walking home.
They'll stone you and then say you are brave.

They'll stone you when you are set down in your grave.
But I would not feel so all alone,




I'm just mad about Saffron.
A-Saffron's mad about me.
I'm-a just mad about Saffron.
She's just mad about me.

They call me Mellow Yellow,
Quite rightly.
They call me Mellow Yellow,
Quite rightly.
They call me Mellow Yellow.

I'm just mad about Frontine.
A-Frontine's mad about me.
I'm-a just mad about-a Frontine.
A-She's just mad about me.

They call me Mellow Yellow.
They call me Mellow Yellow,
Quite rightly.
They call me Mellow Yellow.

Born-a high forever to fly.
Wind-a velocity nil.
Born-a high forever to fly.
If you want your cup, I will fill.

They call me Mellow Yellow,
Quite rightly.
They call me Mellow Yellow,
Quite rightly.





Is gonna be a sudden craze.
Electrical banana
Is bound to be the very next phase.

They call it Mellow Yellow,
Quite rightly.
They call me Mellow Yellow,
Quite rightly.
They call me Mellow Yellow.

Saffron, yeah.
I'm just-a mad about her.
I'm-a just-a mad about-a Saffron.
She's just mad about me.

They call me Mellow Yellow,
Quite rightly.
They call me Mellow Yellow,
Quite rightly.
They call me Mellow Yellow.

Oh, so yellow..




Purple haze all in my brain
Lately things just don't seem the same
Actin' funny, but I don't know why
'Scuse me while I kiss the sky

Purple haze all around
Don't know if I'm comin' up or down
Am I happy or in misery?






Purple haze all in my eyes
Don't know if it's day or night
You got me blowin', blowin' my mind
Is it tomorrow, or just the end of time?

“Lucy in the Sky with Diamonds”

Picture yourself in a boat on a river,
With tangerine trees and marmalade skies.
Somebody calls you, you answer quite slowly,
A girl with kaleidoscope eyes.

Cellophane flowers of yellow and green,
Towering over your head.
Look for the girl with the sun in her eyes,
And she's gone.

Lucy in the sky with diamonds,
Lucy in the sky with diamonds,
Lucy in the sky with diamonds,
Ah... Ah...

Follow her down to a bridge by a fountain,
Where rocking horse people eat marshmallow pies.
Everyone smiles as you drift past the flowers,
That grow so incredibly high.

Newspaper taxis appear on the shore,
Waiting to take you away.
Climb in the back with your head in the clouds,
And you're gone.

Picture yourself on a train in a station,
With plasticine porters with looking glass ties.
Suddenly someone is there at the turnstile,
The girl with kaleidoscope eyes.

“A Day in the Life”

I read the news today oh boy
About a lucky man who made the grade
And though the news was rather sad
Well I just had to laugh
I saw the photograph
He blew his mind out in a car
He didn't notice that the lights had changed
A crowd of people stood and stared
They'd seen his face before
Nobody was really sure
If he was from the House of Lords.

I saw a film today oh boy
The English Army had just won the war
A crowd of people turned away
but I just had to look
Having read the book
I'd love to turn you on

Woke up, fell out of bed,
Dragged a comb across my head
Found my way downstairs and drank a cup,
And looking up I noticed I was late.
Found my coat and grabbed my hat
Made the bus in seconds flat
Found my way upstairs and had a smoke,
and Somebody spoke and I went into a dream

I read the news today oh boy
Four thousand holes in Blackburn, Lancashire
And though the holes were rather small
They had to count them all
Now they know how many holes it takes to fill the Albert Hall.




One pill makes you larger
And one pill makes you small
And the ones that mother gives you
Don't do anything at all
Go ask Alice
When she's ten feet tall

And if you go chasing rabbits
And you know you're going to fall
Tell 'em a hookah smoking caterpillar
Has given you the call
Call Alice
When she was just small

When men on the chessboard
Get up and tell you where to go
And you've just had some kind of mushroom
And your mind is moving low
Go ask Alice
I think she'll know

When logic and proportion
Have fallen sloppy dead
And the White Knight is talking backwards
And the Red Queen's "off with her head!"
Remember what the dormouse said:
"Feed your head
Feed your head






The childhood part of my life
Wasn't very pretty, see...
Boom, boom-boom, boom
I was born and raised
In the slums of the city,
Boom, boom-boom, boom
It was a one-room shack
That slept ten other children beside me,
Boom, boom-boom, boom
We hardly had enough food
Or room to sleep
Boom, boom-boom, boom
It was hard times...
I needed somethin' to ease my troubled mind

Hmmmm listen...
My father didn't know the meaning of work
Boom, boom-boom, boom
He disrespected mama,
And treated us like dirt
Boom, boom-boom, boom
I left home seeking a job
That I never did find
Boom, boom-boom, boom
Depressed and down-hearted




Up here, on cloud nine
Listen, one more time
I'm doing fine
Up here, on cloud nine
Folks down there tell me...

They say give yourself a chance,son,
don't let life pass you by,
Woo, woo, woo-oo
that the world of reality's a rat race
Where only the strongest survive,
It's a dog-eat-dog world
And that ain't no lie,
Ain't no lie





Let me tell you 'bout cloud nine...
Cloud nine
You can be what you want to be
Cloud Nine
You ain't got no responsibility
Cloud Nine
And every man, every man is free
Cloud nine
You're a million miles from reality
Reality

I wanna' stay up
Higher




I wanna' say I love the life I live,
And I'm going to
live, the life I love
Up here on cloud nine...
I, I, I, I, I, I'm ridin' high
On cloud nine

You're as free as a bird in flight
Cloud nine
There's no difference between day and night
Cloud nine
It's a world of love and harmony
Cloud nine
Dennis: You're a million miles from reality
Reality

I wanna' stay up
Higher
Up up, up and away

Cloud Nine
You can be what you want to be, ah
Cloud nine
You ain't got no responsibility
Cloud nine
Every man in his mind is free
Cloud nine
You're a million miles from reality
Cloud nine





Girl, you thought you found the answer on that magic carpet ride last night
But when you wake up in the mornin' the world still gets uptight
Well, here's nothin' that you ain't tried
To fill the emptiness inside
But when you come back down, girl
Still ain't feelin' right

[Chorus:]
(And don't it seem like)
Kicks just keep gettin' harder to find
(Oh, you don't need kicks, girl)
And all your kicks ain't bringin' you peace of mind
(You just need help, girl)
Before you find out it's too late, girl
You better get straight

No, but not with kicks
You just need help, girl

Well you think you're gonna find yourself a little piece of paradise
But it ain't happened yet, so girl, you better think twice
Don't you see no matter what you do
You'll never run away from you
And if you keep on runnin'




No, you don't need kicks
To help you face the world each day
That road goes nowhere
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